University of Kentucky

UKnowledge
Theses and Dissertations--Music

Music

2022

Medieval Minstrels in Media: A Comparative Study of Minstrelsy
in the Robin Hood Tale, Medieval Society, and Media
Heather Sounik
University of Kentucky, hlso222@uky.edu
Author ORCID Identifier:

https://orcid.org/0000-0003-2296-3935
0000-0003-2296-3935

Digital Object Identifier: https://doi.org/10.13023/etd.2022.270

Right click to open a feedback form in a new tab to let us know how this document benefits you.

Recommended Citation
Sounik, Heather, "Medieval Minstrels in Media: A Comparative Study of Minstrelsy in the Robin Hood Tale,
Medieval Society, and Media" (2022). Theses and Dissertations--Music. 204.
https://uknowledge.uky.edu/music_etds/204

This Master's Thesis is brought to you for free and open access by the Music at UKnowledge. It has been accepted
for inclusion in Theses and Dissertations--Music by an authorized administrator of UKnowledge. For more
information, please contact UKnowledge@lsv.uky.edu.

STUDENT AGREEMENT:
I represent that my thesis or dissertation and abstract are my original work. Proper attribution
has been given to all outside sources. I understand that I am solely responsible for obtaining
any needed copyright permissions. I have obtained needed written permission statement(s)
from the owner(s) of each third-party copyrighted matter to be included in my work, allowing
electronic distribution (if such use is not permitted by the fair use doctrine) which will be
submitted to UKnowledge as Additional File.
I hereby grant to The University of Kentucky and its agents the irrevocable, non-exclusive, and
royalty-free license to archive and make accessible my work in whole or in part in all forms of
media, now or hereafter known. I agree that the document mentioned above may be made
available immediately for worldwide access unless an embargo applies.
I retain all other ownership rights to the copyright of my work. I also retain the right to use in
future works (such as articles or books) all or part of my work. I understand that I am free to
register the copyright to my work.
REVIEW, APPROVAL AND ACCEPTANCE
The document mentioned above has been reviewed and accepted by the student’s advisor, on
behalf of the advisory committee, and by the Director of Graduate Studies (DGS), on behalf of
the program; we verify that this is the final, approved version of the student’s thesis including all
changes required by the advisory committee. The undersigned agree to abide by the statements
above.
Heather Sounik, Student
Dr. Jonathan Glixon, Major Professor
Dr. Lance Brunner, Director of Graduate Studies

MEDIEVAL MINSTRELS IN MEDIA:
A COMPARATIVE STUDY OF MINSTRELSY
IN THE ROBIN HOOD TALE, MEDIEVAL SOCIETY, AND MEDIA

________________________________________
THESIS
________________________________________
A thesis submitted in partial fulfillment of the
requirements for the degree of Master of Arts in Musicology in the
College of Fine Arts
at the University of Kentucky
By
Heather L. Sounik
Lexington, Kentucky
Director: Dr. Jonathan Glixon, Professor of Musicology
Lexington, Kentucky
2022

Copyright © Heather L. Sounik 2022
https://orcid.org/0000-0003-2296-3935

ABSTRACT OF THESIS

MEDIEVAL MINSTRELS IN MEDIA:
A COMPARATIVE STUDY OF MINSTRELSY
IN THE ROBIN HOOD TALE, MEDIEVAL SOCIETY, AND MEDIA

The minstrel character Alan-a-Dale, as well as other variations of the minstrel, have been
effectively ingrained into the history of the Robin Hood tale through screen media
interpretations. This study seeks to investigate the origins of the minstrel character in the
medieval through present day texts and analyze the interpretations of these characters in a
collection of the present day screen media sources that involve this character. Topics to
be addressed within this survey include medieval minstrel performance practices and
their overall reception in medieval society, as well as the variety of roles the on-screen
minstrel characters take, both as an authority of narrative importance and as a reference
to medieval influences.
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CHAPTER 1: Introduction

Robin Hood, with his tales of good deeds as an infamous outlaw, has been a
familiar figure for many generations. What is known today as the heroic leader of the
merrie men in tights, was once a marauder with varying interests and methods of thievery
towards the rich. As the centuries have passed, public ideals, civil backdrops, and even
the disseminators themselves have transformed this tale and the representation of content
into the popular screen media version that is experienced in the modern world.
Furthermore, a tale composed with characteristics of a general time period and told
during that time period evokes different expectations and perceptions than a tale
convoluted by centuries of varied retellings and without the familiarity of cultural context
to rely upon. While representation of tales based on Medieval life developed during the
modern era may certainly be based upon information gathered through scholarly scrutiny
of primary source manuscripts, it is often a difficult undertaking to attempt to create
anything that can be deemed truly authentic in relation to an era from centuries past.
An investigation with the goal of dissecting the perceived authenticity of anything
medieval in Robin Hood screen media has the distinct potential to be expanded into a
full-length monograph. The research questions elaborated upon in a document of this
extent would attempt to evaluate any representation of Robin Hood in screen media in
relation to known medieval findings. This thesis, however, seeks to address and amplify
the representation of only one particular aspect of medieval life in Robin Hood screen
media: minstrels. The use of “only” in this statement perhaps does not exemplify a true
depiction of the extent to which minstrels play a role in the screen media. Both within
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Robin Hood screen media, as well as concerning what is known of medieval life,
minstrels played—and continue to play—a crucial role representing medieval art through
their ballads, performances, and stories, amongst several other lesser considered roles.
While significant research has been made regarding the medieval tale of Robin
Hood throughout various manuscripts as well as the representation of this tale in later
interpretations, by way of playwrights, film, and television shows, there has been little
done surrounding the interpretations made by the developers of screen media—including,
but not limited to film directors, television producers, and music composers—to represent
medieval minstrels and music. Though previous studies concerning Robin Hood screen
media have addressed the questions of similarity and comparability to the early versions
of this tale, and a multitude of others have scrutinized the manuscripts themselves to
determine accurate dating, relationships between the variety of manuscripts, and
potentials as a retelling of factual accounts, this study seeks to provide a comprehensive
analysis examining the representation of medieval minstrels and music whilst
simultaneously contemplating the wide variety of interpretations that exist in Robin Hood
screen media.
This goal will be achieved by examining the similarities between the
characteristics of music in medieval Europe and those of the screen media interpretations
from the twentieth century through the present day. This encompasses visual, stylistic,
instrumental, and lyrical comparisons. This paper also intends to address any variances
that appear and the possible external influences that may have contributed to producing
these deviations, such as known findings at the time of the development of the screen
media; potential decisions made by producers concerning the target audience of a movie
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or television show; or relationships between authenticity and familiar media at the time of
production. In the least, the goal of this research paper seeks to introduce a
comprehensive inspection of musical characteristics and appearances within a tale that
derives from medieval era documents and the ways in which the tale and its references to
music have evolved over the centuries, which the author hopes will provide a
representative model of a methodological approach to future studies regarding minstrels
in present-day screen media sources.

1.1 Research Questions
To produce an inquiry reviewing the representation of medieval minstrels in
various modern musical and cultural interpretations, it was necessary to start with
research surrounding the context, purpose, and life of the medieval minstrel. This has
been performed with the intent of producing the definition of what a minstrel was during
the medieval era, including the role of music and musicians in society, the performance
practices of minstrels, styles of performance, characteristics of different styles of music
from this time period, and general cultural backdrop surrounding the minstrel performers
themselves. This is necessary to effectively construct comparisons within later research
concerning screen media interpretations.
The stage immediately following the exploration of culture and music during this
time period in question involves the investigation of screen media currently available.
This encompasses films and television shows ranging between the beginning of audio in
film production, occurring directly following the silent film era, around approximately
the 1930s, to the present day. The inspection of these resources forms a primary focal
point of this paper. Additional details in regard to the decision of the inclusion of certain
3

variations of screen media will be addressed in the discussion of special considerations at
the end of this introduction.
There are questions that arise concerning the investigation into the original
versions of the Robin Hood tale, as well as the audio and visual characteristics that
appear within each of the screen media sources. The research questions regarding the
screen media cover stylistic and instrumental choices made by film and television
producers and directors, music composers, and writers. There are also two primary types
of music within the screen media: non-diegetic and diegetic music. While both types may
shed light on artistic and representational decisions made by the designers of the screen
media in question, diegetic music may serve as the most consistent group of examples to
demonstrate interpretations of medieval music. Therefore, the music throughout this work
is primarily diegetic because these samples provide audio-visual representation of
medieval minstrel performances. Additionally, instruments of various types make
appearances throughout the screen media entries; these instrument appearances are
documented in later chapters.
One particularly fascinating aspect regarding the relationship between the screen
media and the original early manuscript Robin Hood tales is the striking difference
between the screen media compared to the original tales with regard to minstrels. While
Alan-a-Dale—who is most commonly associated with the role of minstrel in Robin
Hood’s “Merrie Men”—makes frequent appearances throughout modern variations of the
Robin Hood tale in screen media, he never appears in any of the existing manuscripts
containing the original early tales of Robin Hood from the medieval era. Research
concerning this point in particular seeks to address the first documented appearance of
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this character during the lengthy development of the Robin Hood tale, as well as why the
addition of the character in later versions of the tale may have impacted the screen media
to follow.

1.2 Literature Review
Over the centuries since the medieval tales first appeared, an ample amount of
inquiries have been directed towards Robin Hood. Some topics that have been frequently
studied are comprised of the Robin Hood legend in the medieval works; who Robin Hood
could have been in real life and during what time period he could have been alive; how
the legend has been shaped over the years; and the relationship between the medieval
tales and present-day renditions in general. A few studies have even involved some
analyses of the screen media, such as Ben Winter’s Erich Wolfgang Korngold’s The
Adventures of Robin Hood, A Film Score Guide, which serves as a film score guide for
Korngold’s compositions within the popular 1938 film version of the tale.¹ These studies,
however, are either concentrated on one particular film, such as the film score guide
listed above, or in other ways not related particularly to the representation of music
within the film. A primary emphasis for these types of works typically deals with how the
film narrative compares to the tales from the medieval resources, and thus there is yet to
be a comprehensive investigation contemplating the wide variety of interpretations that
exist in Robin Hood screen media.
The texts regarding the Robin Hood tale can be divided into four main categories
based on their purpose for this survey: primary sources, secondary sources dealing with
1. James Clarke Holt, Robin Hood (London: Thames and Hudson, 1982), 15–34; Ben Winters, Erich
Wolfgang Korngold’s The Adventures of Robin Hood: A Film Score Guide (Toronto: The Scarecrow Press,
Inc., 2007).
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based on their purpose for this survey: primary sources, secondary sources dealing with
the classic Robin Hood tale, secondary sources with reference to Robin Hood in popular
culture, and tertiary sources that collect and explore the history concerning Robin Hood
studies. Resources concerning minstrelsy in general are required for study to assist with
understanding the history, importance, and general practices of medieval minstrelsy.
Additionally, discourses regarding the overarching topic of film music is necessary to
examine as a base of understanding to make informed observations and conclusions in
relation to the screen media. I will first describe the general characteristics of each of
these categories, then provide further detail on the literature.
The primary medieval sources for this project are predominantly the medieval
manuscripts that depict the Robin Hood tale and later variations of the tale starting in the
1800s that include the character Alan-a-Dale. The manuscripts that still exist and that are
deemed the “early sources” are dated as very late medieval era, with most falling between
the mid-fifteenth century and the early sixteenth century. Another group of primary
sources, comprising of a seventeenth-century ballad, and several plays and storybooks
from the 1850s to 1930s, constitute a category of primary sources that address the
character Alan-a-Dale. In this regard, primary sources that contain texts dated during any
time that are outside of this scope, such as scripts for plays, libretto for operas, and
storybooks dating after the early sixteenth century, and do not specifically include the
character Alan-a-Dale in the seventeenth century and beyond, are excluded from this
review. The second main category—secondary sources that deal with the classic Robin
Hood tale—generally encompasses studies of the existing medieval manuscripts, the
contents of the documents, and information with reference to the historical surroundings.
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These also discuss dissemination of the tale through minstrel performances, the different
types of performances that occurred, the audiences who most likely were the recipients of
said performances, who the minstrels were, the ways in which minstrels may have shaped
the tale, and society’s viewpoint concerning minstrels throughout the Middle Ages. As is
evident, the inspection of these resources is particularly crucial for developing the
baseline to compare minstrels in the medieval era to representation in the screen media.
The next main category that deals with Robin Hood in popular culture provides the
studies that are most akin to this investigation, but with key distinctions between previous
studies concerning Robin Hood in popular culture and this project. Many of these works
delve into the several versions of Robin Hood as depicted in movies or television shows
and emphasize how the movie or television show is different from or similar to the
medieval tales. The musical aspects in these instances tend to be brushed over for the
most part. Another version of this type of work comes in the form of Ben Winter’s Erich
Wolfgang Korngold’s The Adventures of Robin Hood, A Film Score Guide, which does
have a focal point on the music of a Robin Hood film, and contains a section dedicated to
medieval musical influences. This report, however, only focuses on one particular film,
and does little to actually mention minstrels, which is a primary concern of this project.
The final category of items related to Robin Hood deals with meta conversations
contemplating the overall assessment of the Robin Hood tale and screen media
representations. The investigation of discourse that detail minstrels of the medieval era
helped to provide a solid baseline and a general understanding of minstrelsy that was
valuable for comparison between real life minstrels in society and their representations in
screen media. This is quite similar to the category of secondary sources dealing with the
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classic Robin Hood tales, but this will delve more into the specifics of minstrels from this
time period. Related to Ben Winter’s film score guide is the overarching topic of film
music studies. A concentrated examination of film music texts provided another key
baseline of understanding required to adequately understand the issue of “authenticity,”
specific practices of film music composers, and contexts for film music production.

1.2.1 Primary Sources
With the first category containing primary sources, there are four surviving
manuscripts and documents that constitute the early sources; these will comprise the bulk
of the readings in this category. These primary sources were studied in modern editions
and include Robin Hood and the Monk,² a poem written in a manuscript collection dating
about 1450, Robin Hood and the Potter,³ which is part of a collection of romances and
moralistic pieces written shortly after 1503, A Gest of Robyn Hode⁴ and A Lyttell Geste of
Robyn Hode,⁵ both of similar content dating between 1492 and 1534, and Robin Hoode
his Death⁶ and Robin Hood and Guy of Gisborne,⁷ two tales appearing in Thomas Percy’s
2. The original version of Robin Hood and the Monk is preserved in Cambridge University Manuscript Ff
5.48. This investigation will employ the modern version provided in Robin Hood and Other Outlaw Tales
by Stephen Thomas Knight and Thomas H. Ohlgren.
3. The original version of the ballad Robin Hood and the Potter survives in Cambridge University
Manuscript E.e.4.35. The modern version used in this project is also provided in Robin Hood and Other
Outlaw Tales.
4. The earliest surviving version of A Gest of Robyn Hode is a set of fragments printed by Jan van
Doesbroch in Antwerp around 1510 that now exists in the National Library of Scotland, Edinburgh. The
modern version examined for this survey is also provided in Robin Hood and Other Outlaw Tales.
5. The version of the Gest possibly written by Wynkyn de Worde around the same time as the Antwerp
edition was called A Lyttell Geste of Robyn Hode. The modern version of this tale is provided in Robin
Hood: A Collection of All the Ancient Poems, Songs and Ballads, Now Extant, Relative to That Celebrated
English Outlaw by Joseph Ritson.
6. Robin Hoode his Death only exists as fragments in Thomas Percy’s Reliques of Ancient English Poetry
(1765).
7. Robin Hood and Guy of Gisborne also only survives in Thomas Percy’s Reliques of Ancient English
Poetry, but this thesis will employ the modern edition provided in Robin Hood and Other Outlaw Tales.
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Reliques of Ancient English Poetry published in 1765 but dated around 1475.⁸ These have
been examined to glean information with regard to minstrels or minstrelsy and medieval
society. While the interpretations within the next category do tend to refer extensively to
these manuscripts, being able to view the poetry itself has been crucial when evaluating
information that is not directly addressed in the secondary sources. Most of these “early
sources” can be found in Robin Hood and Other Outlaw Tales by Stephen Thomas
Knight and Thomas H. Ohlgren with the exception of A Lyttell Geste of Robyn Hode and
Robin Hoode his Death.⁹ A Lyttell Geste was derived from Robin Hood: A Collection of
All the Ancient Poems, Songs and Ballads, Now Extant, Relative to That Celebrated
English Outlaw by Joseph Ritson (1887).¹⁰ Robin Hoode his Death is only available in
fragments, but the remaining fragments were studied in Thomas Percy’s Reliques of
Ancient English Poetry (1765).
The other subset of primary sources relate to the appearances of the character
Alan-a-Dale in later documents, starting with the seventeenth-century ballad Robin Hood
and Allin a Dale, which is also available in Knight and Ohlgren’s Robin Hood and Other
Outlaw Tales.¹¹ While Alan-a-Dale appears in multiple places thereafter, the point in
which he is specifically delineated as a minstrel doesn’t appear until 1850. This
development of the character Alan-a-Dale and the specific works in which he appears
will be further expanded upon in section 2.3.1 of this paper.

8. Holt, Robin Hood, 15–34; Thomas Percy, Reliques of Ancient English Poetry (London: J. Dodsley in
Pall-Mall, 1765).
9. Stephen Knight and Thomas H. Ohlgren, Robin Hood and Other Outlaw Tales (Kalamazoo, Michigan:
Medieval Institute Publications, 2000).
10. Joseph Ritson, Robin Hood: A Collection of All the Ancient Poems, Songs and Ballads, Now Extant,
Relative to That Celebrated English Outlaw (London: J.C. Nimmo, 1887).
11. Knight and Ohlgren, Robin Hood and Other Outlaw Tales, 486–492.
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1.2.2 Secondary Sources—Robin Hood Legend
The secondary sources concerning the Robin Hood legend that were used in this
project include James Clarke Holt’s 1982 work aptly titled Robin Hood. This text, which
is extensively cited in other Robin Hood discourse written after 1982, contains detailed
information concerning the medieval manuscripts, the audience who enjoyed the original
tales, and the development of the tale through the centuries, but the primary information
that this disquisition can provide in the context of this project is addressing the
dissemination of the tale through minstrel performances. Likewise, Thomas Ohlgren’s
2007 book Robin Hood: The Early Poems, 1465–1560: Texts, Contexts, and Ideology
delves into minstrels, but covers more findings on the ways in which minstrels could
have shaped the development of the original medieval era Robin Hood tales.¹² A.J.
Pollard’s 2004 book Imagining Robin Hood also discusses the dissemination of the tale
through minstrels, and details society’s viewpoint on minstrels and the Robin Hood tale,
as well as variability between text, spoken, and song forms of dissemination.¹³

1.2.3 Secondary Sources—Robin Hood Screen Media
The next category of literary works are secondary sources that survey the screen
media examples. As the popularity of Robin Hood with modern audiences remains
strong, even after centuries of retelling and remodeling, scholars have scrutinized the
legend of Robin Hood as a phenomenon in a variety of studies, including those that
inspect screen media adaptations. A majority of these particular studies tend to analyze
12. Thomas H. Ohlgren and Lister M. Matheson, Robin Hood: The Early Poems, 1465–1560: Texts,
Contexts, and Ideology (Newark: University of Delaware Press, 2007).
13. A.J. Pollard, Imagining Robin Hood (London: Routledge, 2004).
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the general story characteristics in comparison to the “early” versions of the Robin Hood
tale. These rarely cover any information regarding minstrels, or the music in general, but
an important consideration in these instances is the inclusion of how the tale and
variations of interpretations have changed over the years to reflect the audience.
A few of these readings provide some insight into the musical aspects in the
screen media and how they relate to medieval life and the Robin Hood tale, but most
primarily accent the direct correlation of events and people. Those that focus on events
and people rarely explore the relationship of the screen media to medieval culture and
even more rarely address minstrels at all. For instance, Ernest Callenbach’s “Comparative
Anatomy of Folk-Myth Films: Robin Hood and Antonio Das Mortes” in a 1969 issue of
Film Quarterly only relates the plot of The Adventures of Robin Hood (1938) to Glauber
Rocha’s Antonio das Mortes, and Stephen Knight’s article “A Garland of Robin Hood
Films” from a 1999 issue of Film & History contains quite a bit of information about the
history of Robin Hood in media, but only mentions music in passing.¹⁴ Others include
John Aberth’s A Knight at the Movies: Medieval History on Film, John Chandler’s
“Robin Hood: Development of a Popular Hero” from the website “The Robin Hood
Project,” and Richard Clouet’s “The Robin Hood Legend and Its Cultural Adaptation for
the Film Industry: Comparing Literary Sources With Filmic Representations'' from a
2001–2 edition of the Journal of English Studies.¹⁵ While not as valuable to the essence
of this paper, they provide crucial points and details about the media examples that are
14. Ernest Callenbach, “Comparative Anatomy of Folk-Myth Films: Robin Hood and Antonio Das
Mortes,” Film Quarterly 23, no. 2 (1969): 42–47; Stephen Knight, “A Garland of Robin Hood Films,” Film
& History 29, no. 3 (1999): 34–44.
15. Richard Clouet, “The Robin Hood Legend and its Cultural Adaptation for the Film Industry:
Comparing Literary Sources with Filmic Representations,” Journal of English Studies 3 (2001–2): 37–46;
John Aberth, A Knight at the Movies: Medieval History on Film (New York: Routledge, 2003); John H.
Chandler, “Robin Hood: Development of a Popular Hero,” The Robin Hood Project, 2006,
https://d.lib.rochester.edu/robin-hood/text/chandler-robin-hood-development-of-a-popular-hero.
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discussed within this project. Similarly to the frequent analyses of the development of
the Robin Hood tale throughout the centuries, several authors of the discourse that
evaluate Robin Hood screen media point to the importance of taking into account the
audience of each variation of the tale. Chandler claims that the Robin Hood tale has
actually found success through its inherent adaptability to different audiences: “As
audiences have changed, Robin has been able to reflect those changes without losing his
essential characteristics.” Clouet also mentions this point by stating that while the story
has been re-interpreted over several centuries, it has been “...adapted to suit the taste of
the new audience.”¹⁶ The recurring inclusion of this theory implies its importance,
particularly when investigating the screen media. This particular detail also perhaps
relates directly to a question presented later in this paper, which contemplates the
popularization of the character Alan-a-Dale only in later versions of the tale and
appearing regularly in the screen media.
The final case from this category, which has already been mentioned, is Ben
Winter’s book Erich Wolfgang Korngold’s The Adventures of Robin Hood: A Film Score
Guide. This film score guide is frequently mentioned in this investigation for several
crucial reasons. This is the most attentive literature towards the musical elements of any
Robin Hood screen media. Beyond the thorough musical dissection, this guide also
includes historical context and archival evidence to back its claims. One section of this
text that is particularly employed within this project contains information regarding
medieval English influences on Korngold’s score. Influences in general will be addressed
within the section dedicated to film studies in Chapter 4.

16. Clouet, “The Robin Hood Legend and its Cultural Adaptation for the Film Industry,” 37.
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1.2.4 Meta Studies
The final category of Robin Hood related texts contains one book: Robin Hood:
An Anthology of Scholarship and Criticism, edited by Stephen Knight and published in
1999.¹⁷ This secondary source deals with four expansive areas concerning Robin Hood:
literature, history and politics, myth, and film. Obviously, the fourth area discussing film,
which contains “Robin Hood on the Screen,” an overview of Robin Hood screen media,
has been the most valued. However, this report is equally as helpful in discussing the
original medieval poems, the history surrounding the legend, how the tale has developed
since the Middle Ages, and the dissemination of the tales through minstrel performances
and the audience—which is particularly related to one article within this anthology by
Peter R. Coss titled “Aspects of Cultural Diffusion in Medieval England: Robin Hood.”

1.2.5 Minstrel Studies
The most valuable investigations from the group concerning minstrels in general
are the texts The English Medieval Minstrel by John Southworth and “Secular Musicians
in Late Medieval England” by Richard Rastall.¹⁸ These attempt to detail the lives of
minstrels in medieval England, their types of performances, audiences to minstrel
performances, different types of minstrels, minstrelsy in relation to the church, and
documentation that provides evidence of minstrelsy in several households, priories, and
guilds.
17. Stephen Knight and NetLibrary, Inc, Robin Hood: An Anthology of Scholarship and Criticism
(Cambridge; Rochester, NY: D.S. Brewer, 1999).
18. Richard Rastall, Secular Musicians in Late Medieval England (United Kingdom: The University of
Manchester, 1968); John Southworth, The English Medieval Minstrel (Woodbridge, Suffolk; Wolfeboro,
N.H., USA: Boydell Press, 1989).
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1.2.6 Film Studies
The final category is film music. The topic of film music studies is a rather
extensive category and thus requires some narrowing of focus. The studies involved
specifically for this project from this category are those considering “authenticity” (or
producing film music in a “historically informed” manner), compositional practices of
film music, artistic intent, and the overarching system of film music production.¹⁹ Linda
Schubert’s essay “Anxieties of Accuracy: Miklos Rózsa’s Score for Quo Vadis (1951)”
and Peter Stanfield’s essay “From the Barroom Floor: American Song, Saloon Culture,
Stack O’Lee, and Wild Bill, or ‘Did you touch my hat?’” address the issue of
“authenticity” in terms of presenting “historically informed” music based in two very
different environments: Imperial Rome and the American frontier.²⁰ These papers also
delve into artistic intent and compositional practices within specific samples. Schubert’s
essay, which details the process Miklos Rózsa employed to create the score for the 1951
film Quo Vadis. A key aspect of his work composing the music was in his struggle to
highlight historically informed music that would also contribute to a box office success.
For instance, “Rózsa quickly realized he had to write more familiar-sounding, accessible
cues that would help the audiences connect emotionally with the film, something ancient
melodies alone might not do.”²¹ This challenge seems to be a recurring problem for
several film music composers, and is a complex issue that shall be addressed in the
discussion of screen media interpretations of Chapter 4. Another clear influence for film
19. The phrase “historically informed” is used as a replacement for describing elements as “authentic” in
Schubert’s text “Anxieties of Accuracy”.
20. Linda Schubert, “Anxieties of Accuracy: Miklos Rózsa’s Score for Quo Vadis (1951),” in Anxiety
Muted: American Film Music in a Suburban Age, ed. by Stanley C. Pelkey and Anthony Bushard (New
York, NY: Oxford University Press, 2015), 69–86; Peter Stanfield, “From the Barroom Floor: American
Song, Saloon Culture, Stack O’Lee, and Wild Bill, or ‘Did you touch my hat?’,” in Music in the Western:
Notes from the Frontier, ed. by Kathryn Kalinak (New York: Routledge, 2012), 183–202.
21. Schubert, “Anxieties of Accuracy,” 70.
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music composers is highlighted in Stanfield’s essay within the context of Westerns: that
while a film can be deemed authentic by “...the way in which a film imbues itself with a
sense of historical verisimilitude that, in the case of westerns, allows them to declare that
they represent the historical West,” it is only actually authentic “...if the world depicted
corresponds to the West that we recognize from comparative representations familiar
from other movies and other media.”²² Essentially, the level of seeming authenticity of a
film or television series is affected by the media surrounding it and the popular backdrop
in which it is experienced. This important influence will also be addressed within Chapter
4’s comparisons.
The review of Max Steiner, a significant film music composer during the time of
the Hollywood studio system and beyond, in the biography Music By Max Steiner: The
Epic Life of Hollywood’s Most Influential Composer by Steven Smith illuminates not
only Steiner’s compositional methods, but those of his colleagues, one of which was
Erich Wolfgang Korngold.²³ This book provides an overview of the system of film music
production during the time of Steiner’s distinguished career, as well as numerous clear
examples of artistic intent supported by the music director’s own writings. Steiner’s
persuasive application of leitmotifs to give characters and settings their own themes that
develop throughout the events of a film and his philosophy that “music should be felt
rather than heard” are just a couple of cases of Steiner’s artistic intent with film music
production presented in this book.²⁴ Additionally, the clear influences of external events
on the development of film music during the 1930s to 1960s pervade throughout this
22. Stanfield, “From the Barroom Floor,” 183.
23. Steven Smith, Music by Max Steiner: The Epic Life of Hollywood’s Most Influential Composer (New
York: Oxford University Press, 2020), DOI 10.1093/oso/9780190623272.001.0001.
24. Smith, Music by Max Steiner, 84, 218.
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biography, including the financial strain of the 30s with the Great Depression affecting
ticket sales and available production costs, the popularity of the radio and pop music
encouraging the production of a “hit song” within film productions, and the advent of
television eventually leading to the downfall of the Hollywood studio system.²⁵ To say
the least, film music compositions have been affected by a great number of external and
internal factors; this shall also be addressed within the analyses of Chapter 4.

1.3 Methodology
Research on screen media related to Robin Hood has considered diegetic music
primarily, any appearance of a minstrel as either a member of Robin Hood’s group of
bandits or as performers in general, the minstrel’s purpose in the narrative, and the
question of authenticity. The final comparative inquiry examines collective similarities
and differences between appearances of minstrels in each of the screen media sources, as
well as the relationship between the screen media interpretations versus the collected
information regarding English medieval minstrels and their music.
A chronological method of viewing was used to ensure particular contemplation
of influences from previous media on each variation of the interpretations. For instance,
as the 1938 version of The Adventures of Robin Hood was a popular version, it is very
probable that this movie influenced the production of later interpretations to a certain
degree. Therefore, the media for this project were examined and categorized and are
discussed in a chronological manner.

25. Smith, Music by Max Steiner, 73, 351, 362.
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1.4 Terminology
First and foremost, the term minstrel, which is employed extensively throughout
this project, must be defined. The term minstrel exists for many different forms and
varieties of entertainer, including its relation to later minstrel performances. Therefore, it
must clearly be delineated that every instance of minstrel employed in this review is
intended to denote English music performers during and immediately following the
medieval era. As is addressed in the next chapter concerning the scrutiny of medieval
minstrels, the term minstrel has been loosely stated to refer to the various types of
performers that existed during this time period, not just music performers. For this
reason, the definition established of minstrel in this terminology section, which only
refers to the music performers, is the exclusive intention for the term throughout this
study.
Additionally, the term screen media is used extensively throughout this paper and
needs to be defined. Screen media refers to only types of media that have appeared on
screen, such as films and television series. This requires definition as there are many
different types of media, and the term screen media delineates a specific type of media,
the particular qualifications of a media source that are examined in this project, and the
limitations on the pool of media to be drawn.
Of primary importance when discussing the screen media is the contemporary and
continuing controversy regarding the terms diegetic and non-diegetic music. While this
dispute and the numerous facets of conflicting arguments are acknowledged, the
longstanding definitions of the terms established in Claudia Gorbman’s essay “Narrative
Film Music” are employed in this survey.²⁶ Since the primary focal point of this
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investigation entails various types of diegetic music, the terms diegetic, extradiegetic, and
metadiegetic are pervasive throughout the discussion of the screen media. The delineation
between these terms is as follows: diegetic is music arising from the primary narration,
extradiegetic is a narrative intrusion upon the diegesis with music, and metadiegetic is
pertaining to narration by a secondary narrator through music.
Additionally, while examining programmatic music, terms relating to
intertextuality are vital to define. Intertextuality is the concept that every text is drawn
from previous texts in some way or another, either purposefully or unintentionally. Two
ways in which intertextuality appears in music is with stylistic intertextuality and
strategic intertextuality. Stylistic intertextuality is when features—called genre
synecdoches—are used to evoke a particular style of music. Strategic intertextuality
makes use of references to specific works, which is commonly labeled as musical
quotation. Another aspect of intertextuality in music is the concept of anaphones, which
are gestures that function similarly to analogies in written text. There are two forms of
anaphones that are observed in the Robin Hood media: sonic anaphones and kinetic
anaphones. The term sonic anaphones refers to the use of instruments and sounds to
produce non-musical sounds. Kinetic anaphones are phrases and sounds to imply
motion.²⁷

26. Claudia Gorbman, “Narrative Film Music,” Yale French Studies, no. 60 (1980): 182–203.
27. Kevin Holm-Hudson, “The Stories We Could Tell: Musical Narrativity and Intertextuality,” in Music
Theory Remixed: A Blended Approach for the Practicing Musician (New York, NY: Oxford University
Press, 2017), 827-849.
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1.5 Special Considerations
With a project surveying medieval manuscripts and artistic interpretations comes
several specific considerations. Possibly the most obvious deals with the difficulty
involved with studying material that predates regular and standardized notation and
documentation; even with the small amount of resources that are available, there are
many enduring questions which may never truly be answered. Primarily concerning the
tale of Robin Hood, there are several medieval documents that culminate in a wide
variance between the content of early versions of the tale, but the origin of the tale
remains unknown and when the tale originated is still debated.²⁸ Even the specifics of
music performance and composers during the medieval era continue to be explored, but
the primary difficulty lies with limited availability of resources. Therefore, the
comparisons drawn through this paper must be based on partially complete information
that is only believed to be true based on previous findings; several aspects of “known”
information may indeed be false. This hindrance will be taken into account throughout
research and where information is not explicitly known, disclaimers will always be
provided.
This review is limited in several aspects. The screen media covered in this project
are only those that are currently available to be viewed. Therefore, certain less popular
films or television shows, or media that are not available for purchase in the United
States, are excluded from this project. Other variations of media that were not
incorporated in this project are plays that have not been recorded, operas, and silent films.
Furthermore, the screen media is limited to films and television series that have the
28. Holt, Robin Hood, 36.
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appearance of a minstrel character with at least one minstrel performance. Within the list
of excluded media are the popular Robin Hood films Robin Hood: Prince of Thieves with
Kevin Costner, Robin Hood: Men in Tights, and the most recent addition to the Robin
Hood legacy, 2018’s Robin Hood. Each of these films has been excluded from this survey
due to the aforementioned lack of appearance of a minstrel character. This limitation
serves the purpose of narrowing the focus of this thesis to a representative sample group
with only sources that are ultimately applicable to this examination.
The next special considerations involve the artistic interpretations of the screen
media, previously mentioned within the discussion of film studies. While it may at times
be fairly safe to assume that intent for periodic accuracy is a part of the thought process
for music composers, music directors, producers, or writers, it is very possible that other
intentions were more responsible for the direction of music creation and visual effects.
For instance, just as previously stated, something that must be taken into account is how
the audience for each film or television show may affect the music. In some instances, the
music could be designed in a way to make it easier for the audience to better connect with
a concept, such as involving popular music elements during the time that it was produced.
As such, many factors, including those not expressly outlined in this introductory chapter,
may influence composers, directors, producers, and writers, so it is imperative to keep
these influences in mind throughout the process. The comparisons of medieval era
documents to screen media sources may reveal a variety of types of interpretations. At
certain points in this project, personal opinion may be expressed; disclaimers stating that
the information presented is pure opinion will always be present in these circumstances.
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CHAPTER 2. Minstrelsy and the Tale of Robin Hood
2.1 Medieval Minstrelsy
The primary concern of this review is encapsulated in the depictions of minstrels
in screen media versions of the Robin Hood tale. But what exactly is a minstrel? Within
this section of the study, there are several questions that must be addressed: (1) who the
medieval minstrels were, (2) what their performance practices were, (3) how minstrels
were viewed by different groups of people in medieval society, (4) where and when
minstrels performed, and (5) what known historical events may have affected their ability
to perform.
John Southworth’s 1989 text The English Medieval Minstrel also starts with the
question regarding who the English medieval minstrels were. As is made evident through
this book, it is clear that minstrels occupied many types of positions in society, but were
generally deemed as lower than serfs and were frequently condemned by scholars and
clergy for their generalized obscenity.²⁹ Most travelled between courts and noble
households to perform for the members of the upper class, and at various types of
festivals throughout England, which is not discernible from the houses that they served,
but from the places that kept record of payments to minstrels traveling from other
locations.³⁰ While they were generally peripatetic performers, there were certainly
minstrels with permanent positions at courts or noble households. The minstrels with
permanent positions at Court were usually not required to be readily available all year
round, so they would also work as itinerant minstrels when not fulfilling their duties
29. Southworth, The English Medieval Minstrel, 4–6.
30. Holt, Robin Hood, 137.
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at Court.³¹ Southworth also illuminates another use of the minstrel as waits to tell the
hours, reassure all who could hear the music, and keep guards awake and alert.³² The
minstrels, regardless of their position, did not travel aimlessly as they likely developed a
yearly itinerary. Naturally, the wayfaring minstrels who did not hold permanent positions
at Court would operate primarily throughout the summer months when demand was the
greatest. Similar to the present day work schedule for people who work at fairgrounds or
festivals seasonally, these minstrels likely worked during any time permitted by the
climate, thus avoiding travel during the perilous winter months.³³
The general time period in which minstrels were actively performing around
England is typically believed to have started around the twelfth century and continued all
the way into the seventeenth century. This is evident through the use of specific terms in
old documents to indicate minstrels, with the terms before about 1164 referring to them
as mimus, histrio or joculator and after about 1164 using the term menestrel to refer to a
minstrel. In later years as written language became more regulated, the Latin term mimi et
histriones, the French terms jugleurs or jongleurs, and the Old English term gleeman all
changed into the term minstrel.³⁴
Returning to the discussion of the reputation of minstrels amongst various groups
in medieval society, many texts state that they were oftentimes condemned for their acts.
First and foremost, minstrels capitalized on the spectacular, which was very much looked
down upon by the clergy.³⁵ While some clergymen were very vocal about their
condemnation of minstrels, such as The Pardoner in Chaucer’s Canterbury Tales who
31. Rastall, Secular Musicians in Late Medieval England, 88.
32. Southworth, The English Medieval Minstrel, 74–5.
33. Southworth, The English Medieval Minstrel, 2–3.
34. Southworth, The English Medieval Minstrel, 3.
35. Southworth, The English Medieval Minstrel, 5–6.
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described minstrels as the “develes officeres,” not all clergymen were as critical towards
minstrel performances. In fact, there is manuscript evidence in the records of several
monasteries denoting payment for minstrel performances. Minstrelsy was typically
allowed inside religious structures, but usually only as a form of religious adoration.
Similarly to the differing points of view of the clergy, the opinions of the nobility have
been recorded with varying degrees of acceptance or dissatisfaction with minstrels. King
Edward III has been recorded several times rewarding gifts to minstrels for their
performances, especially at churches he had visited.³⁶ But as shall be seen later in this
section, minstrels came across frequent legal hurdles throughout their existence promoted
by royalty and nobles. Regardless, it is safe to assume that minstrels with permanent
court positions were valued for their entertainment by the nobles.
Concerning the performance practices of the minstrels, it is evidenced through
multiple readings that while a minstrel was generally able to perform music as a singer
and/or instrumentalist, musical performance was rarely the only act they could rely upon.
Minstrels likely performed and perfected as many acts as they could to market
themselves.³⁷ In terms of instrumental proficiencies, minstrels frequently performed on a
variety of instruments, some of which would be determined by occasion. Some of the
many instruments mentioned throughout Southworth’s book are the harp, viol, nackers,
tabor, pipe, bagpipe, trumpet, shawm, psaltery, timbrels, clarion, fiddle, and citole.³⁸
36. Rastall, Secular Musicians, 60–2.
37. Southworth, The English Medieval Minstrel, 8.
38. Southworth, The English Medieval Minstrel. The nackers were a set of two small kettle drums made of
wood, metal, or clay and were often played by striking the heads with hard sticks. The tabor was a kettle
drum with a head on two sides of a cylindrical body made of wood. One head typically had a single snare,
and it was typically played with either one hand or two sticks. The medieval pipe is comparable to a
modern three-holed wooden recorder. The shawm was a double-reed instrument made of wood that is
believed to be the precursor of the modern oboe. The psaltery was a string instrument with strings stretched
across a flat soundboard. It was played by plucking the strings and is considered the precursor of the
harpsichord. The timbrel is now commonly known as a tambourine. The clarion is another (continued)
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Likewise, it was possible for instrumental proficiency to determine a minstrel’s social
status. For instance, minstrels who were able to perform instruments such as trumpets and
harps were “generally more highly-regarded than other minstrels.”³⁹
In terms of specific performance practices, Rastall explains that readers are rarely
given detailed accounts since “a chronicler almost invariably assumes that his reader
knows about the everyday role of music.”⁴⁰ In the 2018 article “Performing Medieval
Music. Part 3/3: The Medieval Style,” Ian Pittaway addresses questions about
reproducing performances of medieval music in the present day applying the existing
manuscripts of troubadour notation and a performance by established English folk singer
and guitarist Martin Carthy of the traditional English and Scottish song Georgie. Since
troubadour notation was non-mensural, determining proper performance of rhythm is a
challenge. One particularly curious aspect about troubadour music is its persistence of
non-mensural notation even after the establishment of mensural music notation. While
some of this non-mensural troubadour music does fit with the established six rhythmic
modes employed by the church, this method does not work for all pieces. Pittaway thus
presents the performance of Georgie by Marin Carthy, which is performed in a somewhat
speak-singing style that mostly flows with natural spoken rhythm, but it also includes
emphasizing of certain words through rubato singing. Pittaway explains the importance
of this type of performance: while mensural notation could represent generic rhythms, it
provided no method of notating the push and pull of this style of performance. The
38. (continued) name for trumpet but was also deemed to be primarily for trumpets that could play clear
melodies. The citole was a string instrument closely related to medieval fiddles. The viol was a three to five
stringed instrument that was commonly played on the leg and is thought to be the precursor of the modern
violoncello. The harp, bagpipe, trumpet, and fiddle are common instruments found in present-day regular
musical practice.
39. Rastall, Secular Musicians, 145.
40. Rastall, Secular Musicians, 5.
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existence of an “unmeasured” style is evidenced in Johannes de Grocheio’s Ars musice,
which was written between 1270 and 1300, and described a clear distinction between
“measured” and “unmeasured” music: “Others divide music into plain or unmeasured,
and measured...if by unmeasured they understand music not measured in any way but
rather uttered completely at will...If by unmeasured they understand not so precisely
measured.” Elias Saloman also specifies in his 1270s Scienta artis musicae that church
singers had been straying as “...they scarcely deign at times to perform plainchant at its
proper pace when they sing by anticipating, accelerating, retarding, and improperly
phrasing the notes.” Additionally, chants sung in groups would, by necessity, need to be
performed in strict rhythm, while troubadours often sung independently and would thus
have had more freedom with the rhythm of their performances.
While Pittaway does explain that there is evidence explaining the quality of
performances, such as a “sweet” sounding voice or “loud and clear voices,” he notes that
such terms as these are subjective and contextual. Thus, the quality of the medieval voice
remains an unanswered question. Another crucial aspect of troubadour music, as argued
by Pittaway, was the rhetoric performed by the troubadour. Because rhetorical skill was a
key to performing a good story, the quality of the performance should depend on the
character(s) being performed.
With the question of ornamentation, Ron Cook has compared musical phrases of
the same melodies from troubadour songs in several different manuscripts and
determined possible types of ornamentation. This deduction, however, is fully dependent
on whether the differing notes between manuscripts really were ornamental or were
actually changes to the melody between iterations. Pittaway explains this ornamentation
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through the following description: “The principle of the variation in each case is a note of
the melody, divided into units that begin one, two, three, or four steps above, coming
down to the note of the tune, or beginning on the melody note with additional rising or
falling notes, or starting on the note below and rising to the melody note.”
Another important aspect of minstrel music described by Pittaway is the language
in which it was performed. As previously specified, the rhetoric of the performance was
one of the most valued aspects of a performance, so performances were preferred in the
language that the singer and the audience understood. This may produce challenges for
modern reproduction of troubadour songs if they are performed in a language unfamiliar
to the audience or translated to a different language than the original.
On the discussion of preludes and postludes, Pittaway employs Roman de Horn’s
account, which states that performances of the late thirteenth century were generally “an
improvised prelude to test tuning, the entirety of an epic song, and then the postlude, an
instrumental version of the song.” The harp-tuning was accounted as a particularly
important part of a performance in the visual depictions of the period due to the prevalent
idea that “tuning was a symbol of heavenly harmony” and “the restoration of harmony
between body and soul.”
Finally, Pittaway discusses the importance of musical function in the reproduction
of medieval minstrel music. The musical functions are categorized by Pittaway as dance
style or song style. Although there is no existing evidence about the details of dance
performance before the fifteenth century, it is clear that an underlying pulse must at least
be detectable in this type of music. Song style, which is regarded as a “dramatic song” by
Pittaway and is more concerned with the story told through the song, should have drama
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“with rhetorical light and shade to tell the story.” This key distinction between dance and
song style may have depended on the purpose of the performance; dance style was more
suited for celebrating festivities, while song style was chosen for when the rhetoric was a
primary focal point of the performance.⁴¹
As has previously been stated regarding where and when minstrels performed,
there are recorded performances in homes of nobility and monasteries, but this challenges
researchers’ ability to understand the full picture due to the lack of resources recorded
concerning festivals and performances for those who did not keep records. The
performances that historians are able to validate were only recorded in noble households
and monasteries, thus preventing historians from being able to review the details for
minstrel performances elsewhere. It is likely that minstrels performed at any function that
would garner even the smallest income, but this cannot be verified without the required
records.⁴²
There is evidence that indicates that minstrels throughout the medieval era came
up against many hurdles in the form of laws and royal declarations. Returning to the clear
condemnation of the clergy, one of the earliest documents decreeing this condemnation
that is known of is the Fourth Lateran Council of 1215, which forbode clergy from
enjoying or performing minstrel entertainment.⁴³ By 1315, there was “...the first of many
signs that the profession was getting out of hand” with an ordinance with a few decrees
stating that: (1) any person pretending to be a minstrel should not seek food or drink, (2)
no more than four minstrels should seek to provide entertainment during a day, and (3) no
41. Ian Pittaway, “Performing Medieval Music. Part 3/3: The Medieval Style,” Early Music Muse, 2018,
earlymusicmuse.com/performingmedievalmusic3of3/.
42. Holt, Robin Hood, 138.
43. Holt, Robin Hood, 139.
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minstrel should visit the household of anyone below the status of a baron unless by
invitation. The reason why this ordinance may have been developed is evident from an
account of a woman in 1317 pretending to be a minstrel who “...invaded the royal
Whitsun banquet in Westminster Hall and insulted the king by leaving a manifesto critical
of his government.”⁴⁴ This is not the only instance where a minstrel served an “innocent”
role for some type of gain. In fact, “minstrelsy was the classic cover for the spy,” with
one prime example being when “...the intentions behind the Scottish raid into northern
England which ended at the battle of Otterburn in August 1388 were discovered and
made known to the English by heralds and minstrels sent by the earl of Northumberland
to infiltrate the preliminary Scottish conference at Aberdeen.”⁴⁵ One aspect that protected
minstrels from the suspicion of the law came in the form of guilds and fraternities. For
instance, in 1469, a decree by Edward IV stated that only guild or fraternity members
were allowed to perform. This was obviously a harsh blow for the minstrels who were not
members, but did protect those who functioned through a guild or fraternity.⁴⁶
2.2 Minstrels and the Dissemination of the Robin Hood Tale
How was the Robin Hood tale disseminated, and what role did minstrels play in
this process? In order to fully realize the extent and method to which this tale was
dispersed throughout the late medieval era, an overview of secondary sources describing
this process using manuscript documentation is necessary.

44. Holt, Robin Hood, 112.
45. Holt, Robin Hood, 139.
46. Holt, Robin Hood, 127.
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2.2.1 Historical Context
When discussing the history of Robin Hood, the first evidence examined involves
the existing and known original tales written in fourteenth- and fifteenth-century
manuscripts. The subsequent research delves into the historical context surrounding the
different versions of the tales. This encompasses aspects central to the story, such as the
possible time periods in which each tale derived, or the possible historical identity of the
real Robin Hood that the legend is based on. This section will primarily center itself on
the external layer concerning the dissemination of the tale through minstrel performance.
According to James Holt’s findings in his 1982 text Robin Hood, the origins of
this tale in particular are immensely difficult to document based on a number of reasons.
Through assessment of the available documents, it was apparent that by the time the first
existing tale was written, it is very probable that the tale had already spread and “had a
diverse social appeal, to knights, to yeomen, and to husbandmen.” Additionally, there is a
high probability that the Robin Hood tale was rarely performed at events with high
profile attendants, which are precisely the events that would keep records with the most
detail, if at all. Based on the content of the tales, it is believed that some versions of the
story were directed towards knightly audiences, while others were created for more
general audiences.⁴⁷ However, this may have not been the case with every existing
version of the “early” tales. According to Thomas H. Ohlgren and Lister Matheson, it is
believed that A Lytell Geste of Robyn Hode was “originally commissioned in the
mid-to-late fifteenth century to be recited by minstrels or players at the annual election
dinner of one of London’s major cloth guilds” due to the incorporation of “about a dozen
47. Holt, Robin Hood, 111–3.
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references to guild organization, policies, and practices” as well as Robin’s portrayal as a
cloth merchant.⁴⁸ The guild in question was possibly the Drapers’ Company, who were a
major London-based cloth guild with existing records of payments to “minstrels,”
“syngers” and “playerz.”⁴⁹
While little is known about the dissemination of the tale throughout
England by minstrel performances due to the lack of existing records, it can be assumed
that the stories were likely “recited in halls, in taverns, in marketplaces and almost
anywhere people gathered on special occasions.”⁵⁰ The extent of the Robin Hood tale’s
popularity is evidenced by what does exist of performance records from a variety of
environments, such as a performance in Exeter in 1426-27, the association of May Games
with Robin Hood by the fifteenth century, and a performance recorded by Rober
Laneham at the castle of Kenilworth with Queen Elizabeth I in attendance in July 1575.⁵¹
When considering the original dissemination of the tale through oral versus
written tradition, it is important to reckon with the overall lack of written documents
available during this time. Additionally, even after mass distribution was introduced after
the invention of the printing press by Gutenberg in 1450, the tales were only accessible
for literate individuals. Due to this, it is reasonable to assume that the Robin Hood tales,
especially the early versions, would have been more frequently heard than read. In
conjunction with the archival evidence of minstrel performances for nobility and guilds,
it may thus be suggested that minstrels played a crucial role in the dissemination of the
tale throughout all socio-economic roles of society.
48. Ohlgren and Matheson, Robin Hood: The Early Poems, 25.
49. Ohlgren and Matheson, Robin Hood: The Early Poems, 163.
50. Pollard, Imagining Robin Hood, 23.
51. Pollard, Imagining Robin Hood, 11; Holt, Robin Hood, 140.
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This determination introduces a pivotal question: How much influence did the
method of dissemination by minstrel performance have on the content of the Robin Hood
tales? While this question can, of course, not be verified fully due to limited resources, an
assumption can be made based on the typical performance practices of popular tales. It is
very possible that minstrels modified the tale based on their patrons or popular
knowledge at the time of performance, such as the inclusion of high-ranking members of
society attending certain performances or well-known individuals that would be
recognized by the attendants of a performance. For instance, there is frequent reference in
the early Robin Hood tales to ‘Edward our comely king’ (‘Edwarde oure comly kynge’ in
the Gest), which likely is in reference to King Edward III based on the similarities
between this inclusion in Robin Hood and the inclusion of a king clearly defined as
Edward III in King Edward and the Shepherd and King Edward and the Hermit, two
other mid-fourteenth-century ballads.⁵² A similar example with more bearing on the
events of the early Robin Hood tales is the proposal by Ohlgren of the character Sir
Richard at the Lee as a possible reference to Mayor Richard Lee, “a prosperous London
merchant and high-ranking member of the Grocers’ Company.” Ohlgren mentions the
uncanny financial similarities between the character itself and Mayor Richard Lee, who
held the position of mayor in 1460 and 1469 during “the political and economic chaos
caused by the Wars of the Roses, economic depression, shortage of coin, falling imports
and exports, and foreign competition.” While this is possibly a coincidence, it is also
possible that the minstrel may have added this character, or changed elements of the
story, as a nod to the mayor.⁵³
52. Pollard, Imagining Robin Hood, 200–1.
53. Ohlgren and Matheson, Robin Hood: The Early Poems, 169–72.
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2.3 Minstrels and Music in the Robin Hood Tale
In general, there is little inclusion of music in any of the Robin Hood tales
throughout its first few centuries of retelling. The early tales primarily centered on the
actions of Robin Hood, or of Little John in Robin Hood and the Monk, in his interactions
with various men of nobility and clergymen. These “early” versions of the tale, as
specified through the chapter titled “The Legend” in James Holt’s text Robin Hood, are
believed to be a collection of five extant poems or ballads and a fragment of a play:
Robin Hood and the Monk, Robin Hood and the Potter, A Gest of Robyn Hode / A Lyttell
Geste of Robyn Hode, Robin Hoode His Death, and Robin Hood and Guy of Gisborne.⁵⁴
Through examination of specifically the early manuscripts reproduced in modern
editions, it has been determined that there is in fact no reference to music or minstrels at
all. As stated, this is primarily because of centering attention on the main character or
characters of the tale. The first mention of Alan-a-Dale occurs in a much later ballad:
Robin Hood and Allin a Dale.
2.3.1 The Minstrel Alan-a-Dale
The minstrel character Alan-a-Dale makes frequent appearances throughout the
screen media and serves as the central focal point for this project. As expressed
previously, even though he typically serves as a crucial character in the screen media
sources, he is not mentioned in any of the “early” versions of the Robin Hood tale. He
makes his first appearance in the seventeenth-century ballad Robin Hood and Allin a
Dale. Although Alan-a-Dale is first described as a “youngster…clothed in scarlet red”
54. Holt, Robin Hood, 15–34.
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who “chanted a roundelay,” he does not serve any clear function as a minstrel. In a
perplexing role reversal, Robin Hood infiltrates the wedding of Allin’s “true love” by
playing the role of a “bold harper.”⁵⁵ This is the only mention of minstrelsy throughout
the early manuscripts examined. This ballad also makes reference to the exploitation of
minstrelsy as a cover to infiltrate and spy, which, as discussed in section 2.1 of this paper,
was an occurrence that had concerned royalty during the medieval era. While this does
serve as one case of minstrelsy, Robin Hood does not express himself as a true minstrel
and Allin, the minstrel of later variations of this tale, does not hold the clear role of
minstrel.
Based on an examination of sources from the nineteenth century, the single line of
“chanted a roundelay” from the seventeenth-century ballad seems to have taken on a life
of its own, and has bridged the gap of the lack of Alan-a-Dale appearances in the early
manuscripts and the more frequent appearance of his character in the screen media of the
twentieth century. In the text titled Robin Hood: Being a Complete History of All the
Notable and Merry Exploits Performed by Him and His Men on Many Occasions
published in 1822 by William Darton, the classic seventeenth-century ballad with
Alan-a-Dale is transformed into a storybook version.⁵⁶ In this book, Alan-a-Dale is
clearly described as singing initially when Robin Hood first finds him, just as he is in the
ballad version. This movement from balladic structure to a storybook form may have
contributed in the expansion of Alan-a-Dale’s role as a character simply “chanting a
roundelay” to a full minstrel in mid-nineteenth-century documents. By 1847, when
Alan-a-Dale appears briefly in A Lytell Geste of Robin Hode, with Other Ancient &
55. Knight and Ohlgren, Robin Hood and Other Outlaw Tales, 487–9.
56. Robin Hood: Being a Complete History of All the Notable and Merry Exploits Performed by Him and
His Men on Many Occasions (London: William Darton, 1822).
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Modern Ballads and Songs Relating to This Celebrated Yeoman to Which is Prefixed His
History and Character by John Mathew Gutch, he is clearly referred to as a minstrel.⁵⁷ A
more concrete piece of evidence during this time period is mentioned in J Carter’s 1860
work A Visit to Sherwood Forest: Including the Abbeys of Newstead, Rufford & Welbeck;
Clumber, Annesley, Thoresby, and Hardwick Halls; Bolsover Castle; Mansfield, and
Other Interesting Places in the Locality. Carter visits what he calls the “Clipstone
Lodge”, which was built between 1842 and 1844 and is now known by several monikers
(“Archway House,” “Archway Lodge,” and “The Duke’s Folly”). He mentions several
statues built into the architecture of the building, which are comprised of Robin Hood,
Maid Marion, and “the brave and gentle minstrel Allan-a-dale.”⁵⁸
The popular 1883 novel The Merry Adventures of Robin Hood of Great Renown
in Nottinghamshire by Howard Pyle—and the numerous republications between 1902
and 1929—most clearly defines Alan-a-Dale as a minstrel.⁵⁹ Alan-a-Dale is first
described as a “sorrowful minstrel” in the Table of Contents, and is referred to as a
minstrel throughout. This novel contains an expanded version of the seventeenth-century
ballad, which takes place over the entirety of “Part Fourth” in three full chapters.⁶⁰
Additionally, this is the first text in which Alan-a-Dale officially joins Robin Hood’s band
of outlaws as their minstrel, and appears frequently performing the role of entertainer and
musician for the band, even after the events of the seventeenth-century ballad come to a
57. John Mathew Gutch, A Lytell Geste of Robin Hode, with Other Ancient & Modern Ballads and Songs
Relating to This Celebrated Yeoman to Which is Prefixed His History and Character (London: Longman,
Brown, Green, & Longmans, 1847), x.
58. J Carter, A Visit to Sherwood Forest: Including the Abbeys of Newstead, Rufford & Welbeck; Clumber,
Annesley, Thoresby, and Hardwick Halls; Bolsover Castle; Mansfield, and Other Interesting Places in the
Locality (London: Longman, Green, Longman, and Roberts, 1860), 64–66.
59. Howard Pyle. The Merry Adventures of Robin Hood of Great Renown in Nottinghamshire (New York:
Scribner, 1883).
60. Pyle, The Merry Adventures of Robin Hood, 115–154.
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close.⁶¹ By the turn of the century, it seems that the version of the story in which
Alan-a-Dale joins the band as their minstrel has solidified its popularity. Several readings,
such as Bold Robin Hood and His Outlaw Band; Their Famous Exploits in Sherwood
Forest released in 1912 by Louis Rhead, Tales and Plays of Robin Hood published by
Eleanor L. Skinner in 1915, and The Story of Robin Hood and His Merry Men by John
Finnemore in 1930, characterize Alan-a-Dale as a minstrel in his initial meeting with
Robin Hood and subsequently as the minstrel of the band of outlaws.⁶²
Additionally, illustrations of Alan-a-Dale performing or holding an instrument in
these texts are only ever depicting a harp. For instance, an illustration on page 218 of The
Merry Adventures of Robin Hood by Howard Pyle, which appears in several of the
editions and is provided in Figure 1, clearly renders Alan-a-Dale performing on the harp
under the words “Allan-a-Dale Singeth Before Our Good Queen Eleanor.”⁶³ Likewise, the
1885 edition of Ritson’s book Robin Hood: A Collection of All the Ancient Poems, Songs
and Ballads, Now Extant, Relative to That Celebrated English Outlaw contains a sketch,
provided in Figure 2, of Alan-a-Dale with a harp in his hands on page 197.⁶⁴ Finally, one
of the clearest depictions of Alan-a-Dale as a minstrel is the illustration on page 95 of
Bold Robin Hood by Louis Rhead, which is provided in Figure 3 and presents character
art of Alan-a-Dale playing the harp.⁶⁵
Thus, the rise in popularity of minstrel Alan-a-Dale finds its place in late
nineteenth to early twentieth-century written text. In all likelihood, the early screen media
61. Pyle, The Merry Adventures of Robin Hood, 166, 218, 221, 223–24, 229, 283–84.
62. Louis Rhead, Bold Robin Hood and His Outlaw Band; Their Famous Exploits in Sherwood Forest
(New York: Harper & Brothers, 1912) 83, 114, 156, 227; Eleanor L. Skinner, Tales and Plays of Robin
Hood (New York: American Book Co., 1915) 115, 195–96, 211, 225, 228–29; John Finnemore, The Story
of Robin Hood and His Merry Men (New York: Macmillan, 1930) 58, 136, 264, 267.
63. Pyle, The Merry Adventures of Robin Hood, 218.
64. Ritson, Robin Hood: A Collection, 197.
65. Rhead, Bold Robin Hood, 95.
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Figure 1 (top-left). In the 1883 edition of The Merry Adventures of Robin Hood by Howard Pyle, this
illustration depicts the character Alan-a-Dale at the left performing on the harp before Queen Eleanor.
Figure 2 (bottom-left). In the text Robin Hood: A Collection of All the Ancient Poems, Songs and Ballads,
Now Extant, Relative to That Celebrated English Outlaw by Joseph Ritson, published two years after Pyle’s
novel, the character Alan-a-Dale is depicted talking to another character with a harp in his hands.
Figure 3 (right). Louis Rhead’s book, titled Bold Robin Hood illustrates Alan-a-Dale playing the harp.
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that included Alan-a-Dale as a minstrel character may have partially based their
characterizations on the content found in these written texts, but these are not the only
considerations for the influences on the screen media. As shall be seen in this paper, the
writing and casting decisions in various screen media sources were highly transformative
and incredibly influential towards later films and television series. Thus, it is also very
probable that the screen media and the writers behind production were responsible for the
continued rise in popularity and long-standing inclusion of the minstrel Alan-a-Dale. This
discussion of influences will return within the screen media evaluations of Chapter 4.
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CHAPTER 3. Screen Media Sources
Of primary importance to the topic of music in screen media sources is Ben
Winters’s 2007 film score guide for Erich Wolfgang Korngold’s The Adventures of Robin
Hood. This guide delves into the specifics for the film score of the highly acclaimed 1938
film The Adventures of Robin Hood, which featured Errol Flynn in the titular role of
Robin Hood. Much of this book deals with the historical surroundings, relationship to the
original Robin Hood legends, and a critical analysis of the music itself. Most of the music
mentioned in this document is non-diegetic in nature due to the technical limitations of
the time period. The section of central attention for this project discusses the
preproduction process in composing the music for this film. Initial plans for the film were
based on research in old English manuscripts and later collections, such as Adam de la
Halle’s Jeu de Robin et Marion, E. Duncan’s The Minstrelsy of England, and Stanford’s
The National Song Book.⁶⁶ Preproduction plans involved songs from each of these items,
as well as the inclusion of “Sumer is Icumen In,” a well-known old English piece from
Harley MS 978 which is the oldest known musical round with text in Middle English, to
enhance the stylistic intertextuality of the music in the film.⁶⁷ Unfortunately, because of
the restrictions placed by Metro-Goldwyn-Mayer (MGM) on singing in general, the only
song of these that could be heard in the film is when Little John whistles “Sumer Is
Icumen In.” All of the early fact-finding occurred before Korngold officially decided to
compose the score for this film, but according to Winters, “it is clear that he too was
interested in old English songs” due to evidence from his sketches. For instance,
66. Winters, Erich Wolfgang Korngold’s The Adventures of Robin Hood, 87.
67. The British Library, “Sumer is icumen in,” https://www.bl.uk/collection-items/sumer-is-icumen-in#.
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Korngold’s sketches bear the title “Late Sixteenth-Century Dance Tunes” and Winters
also claims that the content is strikingly similar to William Chappell’s Old English
Popular Music. Despite the melody of the sketches never making it to production, “they
bear a distinct rhythmic and syntactical resemblance to the theme he used for Maid
Marian.”⁶⁸
Winters’s analysis of the film score The Adventures of Robin Hood provides a
significant and exemplary study examining the influence of archival research on the
development of the musical content. While this review by Winters addresses the process
and inclusion employed to produce this particular film, it does not ponder the influence of
minstrelsy or the incorporation of the minstrel character within the content of the film. In
order to rectify this exclusion of minstrels, the appearances and performances of
minstrels in a selection of nine screen media sources will be pinpointed.
Most of the screen media taken into account for this investigation do not refer to
authentic traditional music, but there are notable stylistic similarities and differences to
each other that are prevalent throughout. The stylistic terminology, which is comprised of
folk-like, modern ballad / modern popular ballad, symphonic orchestral, Romantic, New
Orleans Jazz, Bluegrass, French chanson, pseudo-medieval, and sea shanty, is applied
throughout the remaining section of this survey and will thus be defined:
●

Folk-like, or simply folk, is a common style shared between most examples and in

general is typically depicted as the rural oral tradition passed through families or small
groups of people. Typically, the style indicators of folk music are difficult to pinpoint as
variations of folk music between regions and cultures result in varying characteristics. In
68. Winters, Erich Wolfgang Korngold’s The Adventures of Robin Hood, 88.
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this paper, folk music is generally deemed as holding a textual rhyme scheme, rhythmic
pattern and typically being performed by one vocalist with one accompanying instrument,
usually a type of lute or guitar. American folk, which reached its peak in popularity in the
mid-1960s with artists like Bob Dylan, can be characterized by one singer accompanied
by guitar with inclusion of traditional melodies or new melodies inspired by old mountain
music, bluegrass, and Appalachian music. Since this genre is prevalent through multiple
films and television series, genre synecdoches or strategic intertextuality may be applied
as references to particular styles or songs in the folk style.
●

The terms modern ballad and modern popular ballad can be defined as a song or

poem that tells a story, and some are rooted in romantic themes. They are typically slower
in tempo and follow a strict rhyme scheme that sometimes have an alternating weak and
strong syllable pattern.⁶⁹ The songs “Come, Sweet Lass” from Rogues of Sherwood
Forest and “Whistle, My Love” from The Story of Robin Hood and His Merrie Men both
fall under this category of modern ballad.
●

When referring to a symphonic orchestral style, the term primarily delineates the

symphonic orchestral instrumentation and orchestration typical of film soundtracks.
●

Romantic refers to the common characteristics of romantic harmony of the

Romantic era.
●

New Orleans Jazz style is primarily characterized by its instrumentation of

trumpets, clarinets, and trombones driven by a rhythm section made of interchangeable
instruments, such as guitar, banjo, piano, and drums. With its driving and syncopated
rhythms, New Orleans jazz typically accompanies dancing. The songs “Whistle Stop”
69. Bennet Bergman, “Ballad,” LitCharts LLC,
https://www.litcharts.com/literary-devices-and-terms/ballad.
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and “The Phony King of England” from Robin Hood (1973) make use of New Orleans
Jazz.
●

The style Bluegrass is typically characterized as a modern string band which has a

typical instrumentation of guitar, double bass, fiddle, and banjo, and makes use of
characteristics from many other styles including blues, gospel, mountain music. This
style also appears in “The Phony King of England.”
●

A French chanson is typically described as a merging of French courtly love

poems set in the fixed forms rondeau, ballade, or virelai, and music consisting of
medieval harmony. The only appearance of this style is with the first unnamed song of
Robin & Marian.
●

The term pseudo-medieval in this instance is deemed to indicate the usage of

medieval harmony, such as in intervals of fourths, fifths, and octaves, and is heard in only
Robin & Marian and Robin Hood (2010).
●

The style of sea shanty is technically categorized as a type of folk song, but it can

be characterized further a song with call and response vocals, easy to follow beat
patterns, and a moderato tempo indicative of whatever work is being performed on the
ship. The song “Row Me Bully Boys Row” from Robin Hood (2010) is the only example
of a sea shanty throughout the screen media.
This survey will first turn its attention and analysis to the classic and popular 1938
film The Adventures of Robin Hood and will then proceed chronologically with the other
films and television series.
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3.1 The Adventures of Robin Hood
Media type: Film
Year of release: 1938
Credits: Erich Wolfgang Korngold (composer)
General stylistic notes:
The general music style is symphonic orchestral music. Throughout the film, there
exist motifs for Sir Guy of Gisborne, Robin Hood, Friar Tuck, and Lady Marian. The
music signifies events in the movie, such as fanfares when Robin enters, trumpets
announcing the entrances, church bells synchronizing in rhythm with the symphonic
music, and descending lines in woodwinds and high strings when Robin’s men descend
from the trees.
Physical appearance of minstrel(s):
21:45–22:30 Will Scarlett plays a lute
Music performed by minstrel(s):
Time stamp: 21:45–22:30
Song title: N/A
Lyrics: N/A
Performance notes:
Will Scarlett plays the lute in the background while Little John and Robin fight.
The sound of the lute seems to be produced by the strings of the orchestra and not
from an actual lute.
Analysis:
The form of this piece is unclear, as it is performed as part of the non-diegetic
score. Likewise, the style is primarily symphonic orchestral. The melody is
modern in this section of the score, and the melody is in the strings when
focusing on Will playing the lute and at the beginning of the fight, and then the
melody changes to brass when centering on the fight between Robin and Little
John. The harmony is Romantic. The “performance” of this music by Will is
actually a case of extradiegetic music since the non-diegetic music—the lute
sounds produced by the strings of an orchestra and not the lute actually being
performed—encroaches on the narrative. The inclusion of a musician on screen,
regardless of the origin of sound, supports the diegesis by providing an
audio-visual connection of a unique stylistic change relating to the events of the
scene.
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3.2 The Bandit of Sherwood Forest
Media type: Film
Year of release: 1946
Credits: Hugo Friedhofer
General stylistic notes:
The general style is symphonic orchestral music. This film includes fanfares, a motif
for Robert, periodic trumpet calls when announcing characters, and descending lines in
the harp & woodwinds when Robert’s men descend from trees.
Physical appearance of minstrel(s):
33:50–34:15 Alan-a-Dale plans to infiltrate Nottingham Castle as a minstrel
38:08–38:11 Alan-a-Dale plays lute softly on stairs, at first in the foreground
41:50–42:00 Alan-a-Dale spies on the conspiracy to kill the regent
51:30–51:58 Alan-a-Dale tunes his lute
55:13–55:30 Alan-a-Dale talks to the guards and suggests playing a tune for
entertainment
56:16–57:30 Alan-a-Dale plays a song on his lute and sings
Music performed by minstrel(s):
Time stamp: 56:16–57:30
Song title: “Let the Back and Sides Go Bare”
Lyrics:
Let the back and the side go bare, my boy,
Let the hands and the feet grow cold.
But give to the belly, boy, beer enough,
Whether it be new or old.
Sometimes we lie like pigs in a sty,
With frost and snow on the ground.
Sometimes eat a crust that has rolled in the dust,
And be thankful if that can be found.
Let the back and the side go bare, my boy,
Let the hands and the feet grow cold.
But give to the belly, boy, beer enough,
Whether it be new or old.
Performance notes:
In this scene, it is performed accompanied by a simple oscillation of broken
chords on the lute.
Analysis:
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The performance of “Let the Back and Sides Go Bare” is in strophic form with
each stanza being performed with the same accompaniment on lute. The style and
melody of this piece is much more folk-like than the non-diegetic score since it is
based on an old English folk song. This piece has tonal harmony throughout. This
song is a part of an old traditional English song about begging. This is the first
and only instance of a purely authentic song pulled directly from traditional
poems and performances to appear in the screen media. The words are derived
from the broadside ballad “Jolly Good Ale and Old” by John Still (1543–1608)
and the poem “Back and Side Go Bare” by William Stevenson (1530–1575).⁷⁰
With the few modern recordings of this song that are available, it is difficult to
determine if the melody is authentic to the traditional versions. Modern versions
of “Jolly Good Ale and Old” do not share the melody, but two performances of
“Let Your Back and Sides Go Bare” by Ninebarrow and John Roberts do share
the melody from this source.⁷¹ Additionally, this diegetic piece is used to further
the film narrative by deceiving and distracting.
70. Jos. Morneault, “Let Your Back and Sides Go Bare,” The Jovial Crow,
http://thejovialcrew.com/?page_id=3236; RPO, “Back and Side Go Bare,”
https://rpo.library.utoronto.ca/content/back-and-side-go-bare.
71. Morneault, “Let Your Back and Sides Go Bare”; AdamJS, “NINEBARROW Let Your Back and Sides
Go Bare - Live at Bournemouth Folk Club 29/12/2013,” YouTube, https://youtu.be/nCeCTYkLmkM; The
exact wording for the title and lyrics have changed over the years and through the numerous variations of
performance. The portion of “let the…” and “let your…” in the titles and lyrics is a more recent addition to
versions after 1900.

3.3 Rogues of Sherwood Forest
Media type: Film
Year of release: 1950
Credits: Arthur Morton, Heinz Roemheld, Martin Stoloff
General stylistic notes:
The general style is symphonic orchestral music. The audio makes use of fanfares,
trumpet calls when announcing important characters and proclamations, warning bell
chimes, violins during scenes with Lady Marion, descending harp flourishes when
jumping from trees, “period” music during the festival with wooden flute, and a horn call
incorporated into the soundtrack.
Physical appearance of minstrel(s):
36:15–37:26 Alan-a-Dale sings a song
38:03–38:36 Alan-a-Dale sings a song with the other Merry Men
Music performed by minstrel(s):
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Time stamp: 36:15–37:26
Song title: N/A
Lyrics:
Come sweet lass, not but—
<dialogue>
Come sweet lass, my arms are waiting, night is fading,
In thy hands, a moonbeam lately blown,
In thy lips, the fairest rose I’ve known,
And I must have them for my own.
Must have them for my own.
Performance notes:
Alan-a-Dale performing arpeggiated chords on the lute while singing.
Analysis:
This song introducing the character Alan-a-Dale is in strophic form. Although
only a small portion of the first stanza is clearly audible along with the full
second stanza, it is apparent that the accompaniment is the same throughout each
stanza. While the melody of this piece is modern with tonal major harmonies, it
does contrast with the sweeping and Romantic non-diegetic score.
Time stamp: 38:03–38:36
Song title: N/A
Lyrics:
All:
The keeper did ‘a shooting go,
And under his coat he carried a bow,
All for ‘a shooing a merry little doe,
In the forest of green oak
Alan-a-Dale:
Robin Hood
Robin Hood:
It is I!
Alan-a-Dale:
Friar Tuck
Friar Tuck:
Brethren!
Alan-a-Dale:
Little John

45

Little John:
Aye, sir!
All:
Alan-a-Dale
Alan-a-Dale:
Muster!
All:
Hey down, ho down, dairy dairy down,
In the forest of green oak
All:
To my hey down, down,
To a ho down, down,
Hey down, ho down, dairy dairy down,
In the forest of green oak
Performance notes:
This song is performed with all four men singing together, accompanied by a
simple tune played on the lute by Alan-a-Dale.
Analysis:
The song immediately following Alan-a-Dale’s return to Robin’s band of thieves,
with the men singing together accompanied by lute, is in an ABB’ form. The B’
section is a melodic and lyrical reference to the second half of section B, with the
second half of B extended in B’. The overall length of B’ is three fourths that of
section B, with section B totaling four slow 4/4 measures, and section B’ three
4/4 measures. The melody of this song is more folk-like than the previous song
but remains in the same key of D major as the previous song. With the folk
elements of melody and style, this piece is once again contradictory to the
Romantic non-diegetic score. This diegetic song is used in the diegesis to
represent the elation in the rejoining of the outlaws.

3.4 The Story of Robin Hood and His Merrie Men
Media type: Film
Year of release: 1952
Credits: Clifton Parker; ballads written by Eddie Pola, George Wyle, Elton Hayes, and
L.E. Watkin; music performed by the Royal Philharmonic Orchestra
General stylistic notes:
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The general style is symphonic orchestral music. The film contains trumpet calls and
fanfares throughout.
Physical appearance of minstrel(s):
0:27–1:20
Alan-a-Dale starts the movie by singing “Riddle de Diddle de
Day” as the narrator
11:45–12:15
Alan-a-Dale sings “Beware” with a simple melody on the lute
19:13–20:06
Alan-a-Dale sings “Riddle de Diddle de Day (Reprise),” this time
towards commoners in the village square
20:49–21:17
“Riddle de Diddle de Day (Reprise)” resumes in the village square
33:00–34:16
Friar Tuck sings “Come Sing Low, Come Sing High” beneath a
tree
48:26–49:09
Alan-a-Dale sings “Robin Hood” in the town square to commoners
50:50–51:45
Alan-a-Dale performs the “Robin Hood (Reprise)” while walking
through the forest
52:55–53:50
Alan-a-Dale nervously plays a tune in the background of a fight
54:35–54:46
Alan-a-Dale briefly sings “Allan-a-Dale’s Song”
57:22–58:50
Ballad “Whistle, My Love” sung by Alan-a-Dale with lute and
orchestral background
1:17:54–1:19:00
“Knottle to Knock” first sung by Little John, then continued by
Alan-a-Dale
1:22:45–1:23:05
“Riddle de Diddle de Day (Second Reprise)” sung by Alan-a-Dale;
this song concludes the film
Music performed by minstrel(s):
Time stamp: 0:27–1:20
Song title: “Riddle de Diddle de Day”
Lyrics:
Oh, I’ll sing you a song, a rollicky song
As I roll along my way
With a ‘hey dery die’ and a ‘derry die do’
And a ‘riddle de diddle de day’
Hark to the tale of Robin Hood
And of his Merrie Men
Whose like you are not like to see
In all the world again
His bow was long, his arm was strong
And his heart was good and true
Well did he fight to gain the right
And so I pray may you
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Performance notes:
The instrumentation of this piece is guitar and wood flute during the interludes
and an orchestral background. Alan-a-Dale appears to be playing a lute.
Analysis:
This piece, which was written by Eddie Pola and George Wyle, initiates the film.
The form of the piece is ABA with an intro, outro, and refrains. The refrains have
orchestral accompaniment, which affects the harmonies of the piece. The piece
involves an A section in tonal C major, a transition to the B section in C minor,
and a return to the same theme in section A in C major, this time with the melody
whistled and performed by the woodwinds instead of sung. The harmonies are
generally tonal and the melodies primarily folk-like, though the orchestral
interludes are made of Romantic harmonies. While the orchestral interludes do
present a level of connection to the non-diegetic score, the overall style of this
piece is more folk-like.
Time stamp: 11:45–12:15
Song title: “Beware”
Lyrics:
Beware, O ye archers at Nottingham Fair
Of our Sheriff’s hirelings, beware, oh
Since they levy a tax on my chapels elsewhere
They may here tax thy bow and thine arrow
Performance notes:
Alan-a-Dale performs a song with chordal and arpeggiated accompaniment on the
lute.
Analysis:
This song is only one stanza, so the form of the piece is unclear. The melody of
this piece is also primarily folk-like and the harmony is tonal B minor. The style
of this piece is folk, which contrasts with the Romantic non-diegetic film score.
This piece contains the first observed instance of speech-singing, which supports
the narrative importance of the lyrics and the storyteller role for this version of
the character Alan-a-Dale.
Time stamp: 19:13–20:06, 20:49–21:17
Song title: “Riddle de Diddle de Day (Reprise)”
Lyrics:
I've tidings to tell
And new songs as well
Of the wonders I've seen far and wide
But if you'll hear a tale
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Of Allan-a-Dale
You must first drop a penny inside
Old Robin who was called Fitzooth
Is dwelling in the wood
His coat is changed to lincoln green
His name to Robin Hood
Now Robin Hood doth hunt the deer
But in the woodlands prance
But oft times, he shoots the sheriff's men
By sorrowful mischance
He robbed the rich to aid the poor
A most unusual practice
But now that he's been outlawed
He needn't pay his taxes
Oh, I'll sing you a song, a rollicky song
As I roll along my way
With a ‘hey dery die’ and ‘dery die do’
And a ‘riddle de diddle de day’
With a ‘riddle de diddle de day’ ”
Performance notes:
This is performed to the same tune as the opening song, but only with the lute for
this performance. The melody of the wooden flute in the opening song is replaced
with Alan-a-Dale’s whistling.
Analysis:
This first reprise of “Riddle de Diddle de Day” has the same form, with an
extension of the B section. There are two primary differences between this reprise
and the original version: instrumentation and singing style. This version is only
performed with lute as opposed to full orchestral accompaniment, which results
in increased contrast between this performance and the non-diegetic film music.
This reprise also is set in a town square where Alan-a-Dale is performing the role
of storyteller for both the film audience and townspeople, and thus performs in
the same speech-singing as “Beware” during the third stanza.
Time stamp: 33:00–34:16
Song title: “Come Sing Low, Come Sing High”
Lyrics:
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There was a lover and his lass
Sat 'neath a spreading oak
And lest his heart should break apart
The doting lover spoke
‘Come sing low, come sing high
Come change thy name to mine
And you shall eat my capon pie
And drink my Malmsey wine.’
The maiden turned her head away
And answered, ill at ease
‘Is it in sport you pay me court
With such low words as these?’
So, come sing low, come sing high
Come change thy name to mine
And you shall eat my capon pie
And drink my Malmsey wine.
Performance notes:
This song is performed primarily by Friar Tuck. Robin Hood joins during the last
line of the stanza.
Analysis:
This song, which is sung unaccompanied by Friar Tuck, is in ABAB form. The
style of this song is more folk-like with harmonies in the tonal key of B major.
The folk elements of the melody are offset by soft orchestral accompaniment
throughout the piece, which, similar to the results of “Riddle de Diddle de Day,”
creates Romantic ties to the non-diegetic score.
Time stamp: 48:26–49:09
Song title: “Robin Hood”
Lyrics:
Oh, the sheriff with threescore bowmen
Rode out of Nottingham Town
But Robin Hood left those bowmen
A-gasping on the ground
Oh, the sheriff, he dined with Robin Hood
And when he had paid the score
Back to Nottingham spurred but from what I had heard
He rode hind side to fore
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So here's to the tale in the sheriff's hand
And here's to the bowl in thine
And when ye have drunk to Robin Hood
Pray, leave a penny in mine
In mine
Pray, leave a penny in mine
Performance notes:
Alan-a-Dale performs this song to chordal accompaniment on the lute. This song
continues at the time stamp 50:50. In between these timestamps, Alan-a-Dale
whistles.
Analysis:
This piece and the following piece—“Robin Hood (reprise)”—are the same
musically with altered lyrics. They are both in AB form with a brief instrumental
and whistling outro. The melodies are primarily modern with a tonal key of E
minor and contrast with the Romantic style of the non-diegetic score.
Time stamp: 50:50–51:45
Song title: “Robin Hood (Reprise)”
Lyrics:
Oh, the sheriff with threescore bowmen
Rode out of Nottingham Town
But Robin Hood left those bowmen
A-gasping on the ground—
<dialogue>
Now, here's to good, kind Robin Hood
And his bold Yeomanry
There's no better man than Scarlet
Or Little John in all our fair country
Performance notes:
Alan-a-Dale performs this reprise while walking through Sherwood Forest. He is
stopped briefly when they come upon Robin Hood, Will Scarlet, and Little John
in the woods, but he is immediately asked to complete the song. Alan-a-Dale
resumes shakily.
Analysis:
This piece is nearly exactly the same as “Robin Hood,” with the only change in
the adjusted lyrics.
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Time stamp: 54:35–54:46
Song title: “Allan-a-Dale’s Song”
Lyrics:
Saint Edward was for England
Saint Denis was for France
No saint I be, but I'll follow thee
If you'll give me half a chance
Performance notes:
Alan-a-Dale performs this brief song with arpeggiated lute accompaniment.
Analysis:
This brief song is only one stanza in length, in which the form is unclear. The
melody of this piece is actually the same as “Robin Hood” and “Robin Hood
(Reprise)” and is thus also in the key of E minor that contrasts with the
non-diegetic score as well.
Time stamp: 57:22–58:50
Song title: “Whistle, My Love”
Lyrics:
Whistle, my love
And I will come to thee
I'll always find you
No matter where you may be
Whistle, my love
I'll hear you calling me
High on a hilltop
Or under the greenwood tree
Whistle a song I sang to you
When our love was gay
And every woodland breeze that blows
Will bring it my way
Whistle, my love
And I will come to thee
I'll always find you
No matter where you may be
I'll always find you
No matter where you may be
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Performance notes:
This song is a ballad sung by Alan-a-Dale with lute accompaniment and an
orchestral background.
Analysis:
This piece is an unusual example within the screen media. While the form of
AABA with a brief instrumental introduction is relatively standard and its tonal
key of B major is used throughout this film, the melody is modern with elements
of a modern popular ballad and conforms to the Romantic style of the
non-diegetic score due to its orchestral accompaniment and “romantic” elements.
Time stamp: 1:17:54–1:19:00
Song title: “Knottle to Knock”
Lyrics:
Little John:
A sweet, rhyming minstrel, fain would I be
I'd sing like a nightingale
Alan-a-Dale:
A sweet, rhyming minstrel, fain would I be
I'd sing like a nightingale, tall in the trees
I'd sing of good Robin Hood, wounded and sick
I'd sing of our king, may he hurry back quick
I'd sing of Prince John, made only to mock
If he comes here, we'll split him from knottle to knock
Alan-a-Dale and the Merrie Men:
Knottle to knock
Knottle to knock
We'll split Prince John from knottle to knock
Knottle to knock and knottle to knock
We'll split Prince John from knottle to knock
Knottle to knock and knottle to knock
We'll split Prince John from knottle to knock
Knottle to knock and knottle to knock
Performance notes:
Starting very slow throughout the first half, the second half turns into a much
livelier song once the Merrie Men join. Throughout, Alan-a-Dale sings with
chordal and arpeggiated accompaniment on the lute.
Analysis:
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This song is in AB form with a mostly folk-like melody. The piece has a tonal
key of B minor and its folk style contradicts with the non-diegetic score. The shift
in mood midway through supports the film narrative as it changes the outlook of
the men and is a classic representation in media of the purpose of the minstrel to
liven the mood.
Time stamp: 1:22:45–1:23:05
Song title: “Riddle de Diddle de Day (Second Reprise)”
Lyrics:
With a ‘hey dery die’ and a ‘dery die do’
And a ‘riddle de diddle de day, de day’
And a ‘riddle de diddle de day’
Oh, I'll sing you a song, a rollicky song
As I roll along my way
With a ‘hey dery die’ and ‘dery die do’
And a ‘riddle de diddle de day, de day’
And a ‘riddle de diddle de day’
Performance notes:
Allan-a-Dale performs this song as an end to the film.
Analysis:
The final song of this source is similar to the other two renditions of “Riddle de
Diddle de Day” except for a crucial deviation in form and tonality. This version
consists only of the A section of the pre-established song, which removes the
minor tonality of the B section in the previous versions. Therefore, this piece is
only presented in the tonal key of C major and cuts out the minor section of the
piece. This likely supports the diegesis: now that everything is well and the
conflict has been resolved, there is no need to involve minor tonalities to
represent strife.

3.5 The Adventures of Robin Hood
Media type: Television Show
Year(s) of release: 1955–1959
Episode(s):
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Season 1, Episode 15: “The Jongleur”
Original Airing Date: 29 January 1956
Credits: Bernard Knowles (director)
Physical appearance of minstrel(s):
1:50–3:28
The character Bartholomew is introduced, providing
“entertainment” during a flogging by talking with a puppet and
performing a song
6:28–6:49
Bartholomew performs the same song as during the flogging, but
with new lyrics
6:50–7:20
Bartholomew performs tricks to entertain Robin’s men
9:09–10:20
Robin and Bartholomew scheme to infiltrate Belmont Castle as a
jongleur troop
10:25–11:25
Robin and Little John perform tricks for Robin’s men dressed as
jongleurs
14:35–16:35
Robin Hood, Little John, and Bartholomew perform for the Sheriff
as jongleurs
Music performed by Minstrel(s):
Time stamp: 0:30–0:43
Song title: N/A
Lyrics:
To be a skilful juggler is, a tricky job for any man;
Especially when Robin juggles with the Sheriff’s plans!
Performance notes:
Song sung as an introduction to the episode. The singer is not visible on
screen. This song is performed with a lute accompaniment.
Analysis:
The introductory song for this episode is only one stanza and is thus
indistinct in form. The melody is folk-like and is in the tonal key of C
major. The folk-like elements of this piece contrast with the small amount of
non-diegetic music in this episode.
Time stamp: 2:21–3:05
Song title: N/A
Lyrics:
Good King Richard to war went away,
So John stayed home to drink and to play,
While Richard fought his country’s battles,
John robbed the people of their goods and chattels.
Oh, the derry dom hey, and the derry dom derry,
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A mighty hunter was good Prince John,
He hunted the ladies while Richard was gone,
To play for his pleasures and googling eye,
He taxed the poor people til their blood ran white.
With a derry dom hey and a derry dom derry
Performance notes:
Song performed by the character Bartholomew with a simple
accompaniment on the lute.
Analysis:
The second and third pieces, which both end with “...derry dom derry,” have
the same melody and accompaniment with different lyrics. This first version
is clearly strophic. Each strophe contains different lyrics sung in the same
melody and is accompanied by a repeated melody on the lute. The melody is
folk-like, in the tonal key of A major, and contrasts with the non-diegetic
music.
Time stamp: 6:28–6:49
Song title: N/A
Lyrics:
One day Prince John got drunk on sherry,
And met the Abbot of Canterbury,
Said John to the Abbot, ‘Pray, hear my confession’,
‘Could take years’, said the Abbot, ‘For such a session’.
With a derry dom hey and a derry dom derry
Performance notes:
The melody is the same as the previous song.
Analysis:
This song is performed in the same way as the previous entry, with the only
change being alterations to the lyrics.
Season 3, Episode 28: “The Minstrel”
Original Airing Date: 27 April 1958
Credits: Peter Seabourne (director); music by Albert Elms
Physical appearance of minstrel(s):
0:30–3:38 The minstrel Roland performs songs with lute accompaniment for
Robin
8:51–9:35 The minstrel Roland teaches Friar Tuck the lyrics from his jail cell
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9:35–10:35
10:35–10:45
22:47–23:05
23:55–24:26

Friar Tuck spreads the same song throughout Nottingham
The Sheriff’s guard sing the song together
A children’s choir sings this song for Prince John
Robin Hood and Roland perform this song in the courtyard as they
escape on a hay cart
Music performed by Minstrel(s):
Time stamp: 0:30–1:00, 23:55–24:26
Song title: N/A
Lyrics:
What is a body without a head,
And what is supper without good bread,
The land needs more than a minstrel’s poem,
My king, my king, my king hurry home!
Performance notes:
This song is clearly performed by Roland the minstrel in both instances.
Analysis:
The introductory song is the same song that is heard at the end of this
episode. Both instances are performances of the same single stanza
which does not indicate a form. The melody is folk-like and the tonal
key is F minor. This song contrasts with the small amount of
non-diegetic music. The phrase ‘body without a head’ is in Christian
theological writings, and in those instances the comparison of the body
is to the followers of Christianity while the head signifies Christ. It is
applied in this manner of comparison to indicate that the general
population of England, as the body, is without its head, the King. This is
an example of strategic intertextuality within the lyrics; text derived
from a specific type of source is used in a different context.
Time stamp: 2:04–2:22, 2:33–2:50, 8:51–9:35, 9:35–10:45
Song title: N/A
Lyrics:
Roland the minstrel:
Picture a pig all in braid and lace,
A billy goat beard on a weasel’s face,
A snake for a sire, a dog for a dam,
And that is the Sheriff of Nottingham.
Here is a man that can pick a purse,
He robs the cradle, he robs the hearse,
His eye at your wing, this thumb in your jamb,
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That’s the greedy old Sheriff of Nottingham.
Friar Tuck:
One summer day he went into the wood,
To capture the outlaws of Robin Hood,
But when Robin stepped out, and said ‘Here I am’,
Away went the Sheriff of Nottingham.
After being asked by a guard what he was singing
about, Friar Tuck continues:
As sweet as the wine when the harvest is done,
As gentle as sheep in the midday sun,...
<guard walks away, pleased with the song>
But sour be the bottle, and tough be the lamb,
That is served to the Sheriff of Nottingham.
<cut to guards singing>
Winter’s night in the dark and cold,
He searches the graveyard for buried gold,
A limb came down with an awful slam,
On the head of the Sheriff of Nottingham.
Performance notes:
This song is sung at multiple points throughout the episode with many
different people singing it throughout. The first stanza is accompanied
primarily with chords on the lute and is expanded upon in the second
stanza. This song is later manipulated to subvert the Sheriff by having
everyone sing this during the visit of Prince John and the Ambassador of
Aragon.
Analysis:
This is the primary song of this episode, which is employed throughout
to defy the Sheriff of Nottingham. It is strophic with each new stanza
being performed with the same melody in the first two lines, but
different for the second two lines of each stanza. The melody is the same
as the introductory song of this episode in the first two lines of each
stanza but changed slightly for the third and fourth lines. Therefore, this
piece can also be judged as folk-like in the melody. The first
performance of this piece is played with lute accompaniment and
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includes a brief introduction. The tonal key of this song is F minor and
also contrasts with the non-diegetic music. This song is clearly an
important tool to further the diegesis.
Time stamp: 22:47–23:05
Song title: N/A
Lyrics:
Morning is gray and the evening chill,
The land is waiting and wait until
The war is won and across the foam,
Our king, our king, our king hurry home!
Performance notes:
This song is sung a cappella by the children at the banquet, which is
followed by Roland singing the lyrics of the opening scene at
23:55–24:26.
Analysis:
This song is performed in the same way as the introductory song to this
episode. The only variance between the two performances is with the
adjusted lyrics.

3.6 Sword of Sherwood Forest
Media type: Film
Year of release: 1960
Credits: Alun Hoddinott, Stanley Black (songwriter)
General stylistic notes:
The general style is symphonic orchestral music. There are trumpet calls throughout
this film to announce important characters.
Physical appearance of minstrel(s):
8:30–11:13 The appearance of minstrel Alan-a-Dale with what appears to be a
Swedish lute—which has a curved neck and two heads—performing songs
next to the campfire
Music performed by minstrel(s):
Time stamp: 1:35–1:55
Song title: N/A
Lyrics:
Now Robin Hood’s in green Sherwood,
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With all his outlaw band,
He hunts the fallow deer for food,
The Sheriff hunts a man
Performance notes:
This song is a minstrel performance, with the minstrel introducing the story as a
narrator. The minstrel, in this instance, is not visibly on the screen during the
performance of this song.
Analysis:
The introductory and concluding songs are both performed with the same
accompaniment and melody, but with different lyrical content. Each song is only
one stanza each, which does not provide a clear form. This piece is folk-like and
performed in the tonal key of G major. The folk style once again contradicts the
non-diegetic score.
Time stamp: 8:57–9:15
Song title: N/A
Lyrics:
An outlaw met a lady fair,
A baron’s daughter she,
She thought to swim in the forest,
There where no one’s eyes could see.
Performance notes:
Alan-a-Dale performs this first song with a lively accompaniment on the lute.
Analysis:
This brief performance, which discusses the lady in the forest, is also only one
stanza and thus has an ambiguous form. The melody of this piece is very similar
to the melody of the introductory song, but with some minor melodic alterations.
The piece is performed in the tonal key of F major and is folk-like in style, which
also contradicts the Romantic non-diegetic score. Furthermore, it supplies a
contradictory style to the next song, which supports the mood shift in the
diegesis.
Time stamp: 9:20–11:13
Song title: N/A
Lyrics:
I would my dearest one were here,
For here I lie alone,
So long it is since we did meet,
My heart is turned to stone.
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<instrumental interlude>
And yet, if we should meet once more,
Her voice would melt my heart,
Her lovely face would warm my soul,
So cold since we did part.
<instrumental interlude>
I fear across my lonely grave,
A cruel wind shall blow,
Before I see her face again,
A maid I used to know.
Performance notes:
Alan-a-Dale performs this second song accompanied by a soft lute melody.
Analysis:
This song is in ABA ternary form with an introduction and refrains while Robin
is speaking on screen. While this piece still contradicts the Romantic style of the
non-diegetic music, it is a modern ballad with modern melodies in the tonal key
of E minor.
Time stamp: 1:19:14–1:19:35
Song title: N/A
Lyrics:
Friar Tuck his blessing now will give,
The outlaw spare the poor,
And Robin Hood and Marion live,
In Sherwood evermore.
Performance notes:
This song is a minstrel performance similar to the opening song, with the minstrel
this time completing the story as a narrator. As with the opening song, the
minstrel is not visible during the performance of this song.
Analysis:
This song is musically similar to the introductory piece with the exception of the
lyrics.
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3.7 Robin Hood (1973)
Media type: Film
Year of release: 1973
Credits: George Bruns (music director)
“Oo-de-lally”, “Not in Nottingham”, “Whistle-Stop”—Roger Miller
“Love”—Written by Floyd Huddleston and George Bruns; Sung by Nancy Adams
“The Phony King of England”—Written by Johnny Mercer; Sung by Phil Harris
General stylistic notes:
The general style is symphonic orchestral music.
Physical appearance of minstrel(s):
0:45–3:30
Alan-a-Dale starts the film with “Whistle Stop”
3:30–3:43
Alan-a-Dale plays the lute while explaining the definition of a minstrel
and what they are responsible for doing
3:43–4:40
Alan-a-Dale then sings “Oo-de-lally”
15:39–15:49 Sheriff of Nottingham sings
17:30–17:35 Sheriff of Nottingham sings
51:11–53:55 Little John singing “The Phony King of England”; Alan-a-Dale and others
perform instruments in the background (lutes, flute, drumset, fiddle,
accordion, and upright bass)
55:50–56:55 Alan-a-Dale singing “Not in Nottingham” in jail with a lute
Music performed by minstrel(s):
Time stamp: 0:45–3:30, 1:22:45
Song title: “Whistle Stop”
Lyrics: N/A
Performance notes:
The melody of this song is conveyed through whistling, humming, and scat
singing. It is first accompanied by simple chords on the lute, then added to by
percussion and woodwinds.
Analysis:
This song is strophic in melody and harmony but may be regarded as ABA due to
a tempo and stylistic shift within the B section. The style starts and ends in a folk
style in the A sections but is more modern during the B section with instrumental
and rhythmic variations that suggest New Orleans jazz influence. The tonal key
remains in G major throughout, and the folk/jazz styles contrast with the
Romantic orchestral style of the non-diegetic score.
Time stamp: 3:43–4:40
Song title: “Oo-de-lally”
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Lyrics:
Robin Hood and Little John, walking through the forest
Laughing back and forth at what the other one has to say
Reminiscing this and that and having such a good time
Oo-de-lally, oo-de-lally, golly, what a day
Never ever thinking there was danger in the water
They were drinking, they just guzzled it down
Never dreaming that a scheming sheriff and his posse
Was a-watching them and gathering around
Robin Hood and Little John, running through the forest
Jumping fences, dodging trees and trying to get away
Contemplating nothing but escape and finally making it
Oo-de-lally, oo-de-lally, golly, what a day
Oo-de-lally, oo-de-lally, golly, what a day
Performance notes:
This song is sung by Alan-a-Dale with lute accompaniment. This is primarily
performed in the background while Robin Hood and Little John run away.
Analysis:
This song is in ABA form with an instrumental intro and outro on the lute. This
piece remains in a folk style with folk-like melody and tonal key of B♭ major
throughout. The folk style contrasts with the non-diegetic score. Throughout this
film, Alan-a-Dale periodically serves as an extradiegetic origin of narration; this
song is the first instance in the film where this occurs.
Time stamp: 15:39–15:49
Song title: N/A
Lyrics:
Every town has its taxes too,
And the taxes is due, do do-do do do
Performance notes:
The song is performed by the character of the Sheriff. The Sheriff sings this
without an instrument but is accompanied in the background by arpeggiated lute
chords.
Analysis:
Since this brief song is very brief, the form is not evident. The short melody can
be considered folk-like.
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Time stamp: 17:30–17:35
Song title: N/A
Lyrics:
They call me a slob,
But I do my job, do-do do do do
Performance notes:
The song is also performed by the character of the Sheriff. Once again, the Sheriff
sings without an instrument, but is accompanied by arpeggiated lute chords.
Analysis:
This brief song is very similar to the previous entry and serves as the conclusion
of a scene that started with a similar song. The form is not evident, and the short
melody is folk-like.
Time stamp: 51:11–53:55
Song title: “The Phony King of England”
Lyrics:
Oh the world will sing of an English King
A thousand years from now
And not because he passed some laws
Or had that lofty brow
While bonny good King Richard leads
The great crusade he's on
We'll all have to slave away
For that good-for-nothin' John!
Incredible as he is inept
Whenever the history books are kept
They'll call him the phony king of England
A pox on the phony king of England!
<interlude>
He sits alone on a giant throne
Pretendin' he's the king
A little tyke who's rather like
A puppet on a string
And he throws an angry tantrum
If he cannot have his way...
And then he calls for Mum
While he's suckin' his thumb
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You see, he doesn't want to play
Too late to be known as John the First
He's sure to be known as John the worst
A pox on that phony king of England!
Lay that country on me, babe!
<interlude>
While he taxes us to pieces
And he robs us of our bread
King Richard's crown keeps slippin' down
Around that pointed head
Ah! But while there is a merry man
In Robin's wily pack
We'll find a way to make him pay
And steal our money back
A minute before he knows we're there...
Ol' Rob'll snatch his underwear
The breezy and uneasy king of England
The snivellin', grovellin'
Measly, weasely
Blabberin', jabberin'
Gibberin', jabberin'
Blunderin', plunderin'
Wheelin', dealin'
Prince John, that phony king of England
Yeah!
Performance notes:
The first stanza is sung by Little John, but everyone joins on the line “A pox on
the phony king of England.” The rest of the song is sung fully by Little John. The
style of this song has bluegrass and jazz elements. The instruments first involve
flute, guitar, drumset, upright bass, and piano during the first stanza, then adds
accordion, fiddle, and jaw harp during the rest of the song. After the fourth stanza
during the instrumental interlude, a full jazz band joins with trumpets, trombones,
and saxophones.
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Analysis:
This song is in an ABA form with an instrumental intro and outro performed by a
full band of instruments, and with refrains between stanzas. Much like “Whistle
Stop” but even more so, this song is stylistically complicated. It starts with a folk
style, but transitions to a Bluegrass style in the B section, and then a New Orleans
jazz style in the return of the second A section. Likewise, these sections
correspond to modulations between the tonal keys of B♭ major in section A, up
a half-step to B major in section B, and up another half-step to C major in the
return of section A. The melody is primarily modern, and the changing styles
certainly contradict the Romantic non-diegetic score. This piece contains another
sample of speech-singing to provide emphasis on specific lyrics and further the
diegesis.
Time stamp: 55:50–58:59
Song title: “Not in Nottingham”
Lyrics:
Every town
Has its ups and downs
Sometimes ups
Outnumber the downs
But not in Nottingham
I'm inclined to believe
If we were so down, we'd up and leave
We'd up and fly if we had wings for flying
Can't you see the tears we're crying?
Can't there be some happiness for me?
Not in Nottingham
Performance notes:
The song is performed by the character Alan-a-Dale in jail. The style of this song
has folk elements. The audible instrumentation is guitar, bass, and drumset, which
changes to organ in transition of the scene from the jail to the chapel.
Analysis:
This piece, performed by Alan-a-Dale in jail, is in AB form with an instrumental
introduction on guitar, bass, and drumset, and followed by an extended
instrumental outro that transitions from the guitar, bass, and drumset to an organ
at the chapel. This piece is fully performed in the tonal key of A♭ major. The
style and melody are both folk and contrast the non-diegetic score. This is the
only piece concentrating fully on the character Alan-a-Dale, but the lyrics fully
relate to the current events of the film and emphasizes the concurrent sentiments.
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Source Analysis
This film is atypical compared to most of the other screen media, which is apparent
throughout many of the songs. While many of the other films and television series depict
a typical version of folk-like style, this sample embraces a very wide variety of
styles—from New Orleans style jazz to 1960s American folk—that were deemed to be
popular “American” styles of music in the 1960s–70s. This is likely due to the writers’
efforts to create songs with which its audience could be more familiar with and thus have
an easier time connecting to. That possibility will be further explored in Chapter 4.

3.8 Robin and Marian
Media type: Film
Year of release: 1976
Credits: John Barry (music director)
General stylistic notes:
The style for the non-diegetic music is orchestral.
Physical appearance of minstrel(s):
13:19–13:24
Appearance of a singer and a musician playing the medieval double
flute; lyrics inaudible
23:17–23:35
Will Scarlet sings a song while playing the lute
1:08:45–1:09:40 Will Scarlet plays the lute softly in the background
Music performed by minstrel(s):
Time stamp: 13:19–16:45
Song title: N/A
Lyrics: N/A
Performance notes:
This piece is performed by two minstrels at court, one of which is playing the
medieval double flute, which is not a typical instrument performed in the media.
Only the first five seconds of the piece are clear, with most of the song in the
background of the scene. The lyrics for this piece are inaudible, but the song
sounds to be a chanson with the lyrics most likely being in French.
Analysis:
The form of this piece is not clear since very little of the piece is clearly audible,
but the style, which sounds vaguely like a French chanson, does clearly contrast
the Romantic non-diegetic music. This piece is the first observed instance of a
pseudo-medieval melody and while the tonal key of E Mixolydian is apparent in
this short passage, the usage of G♮ references the Dorian mode periodically.
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Time stamp: 23:17–23:35
Song title: N/A
Lyrics:
And evil Prince John took one look at his sword,
And fled to his castle and prayed to the Lord,
Follow him, follow him bloody and brave,
I’ll follow bold Robin from here to the grave.
Performance notes:
This song is performed by Will Scarlett, who plays simple chords on the lute
while singing.
Analysis:
Will Scarlett’s song is only one stanza in length and does not indicate a specific
form. The melody and style are folk-like with a tonal key of B major. The folk
style yet again contradicts the non-diegetic music of the score.

3.9 Robin Hood (2010)
Media type: Film
Year of release: 2010
Credits:
“Women of Ireland—Mná na h-Éireann”—Written by Sean O-Riada; Performed by Marc
Streitenfeld
“Lessons From the Empty Glass”—Written by Chris W. Nebesniak
“Row Me Bully Boys Row”—Written by Alan Doyle; Performed by Alan Doyle
“Sadness, Sadness”—Performed by Alan Doyle
“Large Woman”—Written by Alan Doyle; Performed by Alan Doyle
General stylistic notes:
This film is mostly symphonic orchestral for non-diegetic music with interjections of
diegetic period music.
Physical appearance of minstrel(s):
13:18–13:22
Instrumental performance of a wooden flute and drums
34:10–35:37
Performance of “Row Me Bully Boys Row” on a boat with several
men singing
44:50–45:10
Alan-a-Dale sings “Sadness, Sadness”
45:25–45:33
Alan-a-Dale starts to sing “Large Woman”
1:03:18–1:04:48
Performance of “Cup of Mead” with a drum, lute, fiddle, bagpipe
and singing
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1:16:04–1:16:18

Instrumental performance with Alan-a-Dale playing lute in the
background of the scene
1:29:04–1:31:24
Instrumental performances of two songs, one a lively dance piece
and the other “Women of Ireland”; visible instruments are a lute,
flute, handheld drum, bagpipe, and fiddle
Music performed by minstrel(s):
Time stamp: 13:18–15:20
Song title: N/A
Lyrics: N/A
Performance notes:
This song is a lively performance on two wooden flutes, one large drum, and one
handheld drum. The performers are clearly audible between 13:18–13:22, then
change to the background until 15:20.
Analysis:
This film contains very different styles and harmonies throughout. This first
piece, which appears briefly in focus at 13:18 then shifts to the background, is a
small ensemble performance with an unclear form. The harmony is also unclear
since the section of audible music is so brief, but the melody can be judged as
pseudo-medieval or folk. This style does contradict the non-diegetic score, but the
song does incorporate a similar drum sound and pattern to non-diegetic music
during the battle scenes.
Time stamp: 34:10–35:37
Song title: “Row Me Bully Boys Row”
Lyrics:
And it's row me bully boys,
We're in a hurry boys,
We got a long way to go...
We'll sing and we'll dance and bid farewell to France,
And it's row me bully boys row.
And it's row me bully boys,
We're in a hurry boys,
We got a long way to go...
We'll sing and we'll dance and bid farewell to France,
And it's row me bully boys row.
...See now we feast, on pheasant by the flock,
Row me bully boys row…
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<dialogue>
We sailed away in the roughest of water,
Row me bully boys row,
But now we're returnin' so lock up your daughters,
And row me bully boys row.
<flashback>
...We'll sing and we'll dance and bid farewell to France
And it's row me, bully boys row
Performance notes:
This song, “Row Me Bully Boys Row,” can be classified as a sea shanty. In the
scene in which it appears, it is performed by multiple men singing while
Alan-a-Dale provides lute accompaniment.
Analysis:
This song, which occurs under the deck of a ship, is clearly a sea shanty and
contains a folk-like melody. The song is strophic and in the tonal key of F major.
The sea shanty contrasts with the Romantic non-diegetic music.
Time stamp: 44:50–45:10
Song title: “Sadness, Sadness”
Lyrics:
The living king of sermons,
Was delivered from his evil,
But he couldn’t talk his last,
Because God took out his throat,
God’s Crossbow took out his throat
Performance notes:
This song is a performance by Alan-a-Dale with chordal accompaniment on the
lute.
Analysis:
Alan-a-Dale performs two songs accompanied by lute around the fire. Both have
similar musical qualities with the primary distinctions being the melodies, lyrics,
tempo, and tonal center. The form is not evident as both pieces are only one
stanza in length, but both melodies are folk-like and make atypical usage of the
F-major pentatonic scale. Since this excerpt has a distinct tonal center of D, it is
actually in D-minor pentatonic while the next entry—“Large Woman”—is clearly
in F-major pentatonic. Both folk songs contrast with the non-diegetic music.
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Time stamp: 45:25–45:33
Song title: “Large Woman”
Lyrics:
Fancy you are, me darling,
I loves you all to bits,
I’ll climb up to your chamber,
And under your mountainous—
Performance notes:
This is an upbeat performance by Alan-a-Dale with a broken chord
accompaniment on the lute, but the performance is stopped short by Robin.
Analysis:
This is the second song that Alan-a-Dale performs around the campfire. The form
is not evident, but the melody is folk-like and is in the F-major pentatonic scale.
Time stamp: 1:03:18–1:04:48
Song title: “Cup of Mead”
Lyrics:
I rose up in the morning and felt a dire need,
To dream away the dreary day and down a cup of mead.
I felt the sting of honeybees—
<dialogue>
...won’t you roll another barrel to the bar,
And pour another cup or two so I can soak my heart
Performance notes:
This song is a drinking song performed by Alan-a-Dale and a few musicians.
Alan-a-Dale sings while playing the lute while others accompany on fiddle, drum,
and bagpipe. The song has a heavy and steady rhythm with lilting melodies on the
lute and fiddle.
Analysis:
This song, which is another ensemble performance, is strophic with an
instrumental introduction and periodic refrains. While the piece is in the tonal key
of E minor, the melody is pseudo-medieval in style. The same melody is
performed in unison by the entire ensemble throughout the piece, which is
perhaps a possible genre synecdoche in reference to the common practice of
writing parts in unison in early medieval plainchant. This is clearly a drinking
song, which contradicts the non-diegetic score.

71

Time stamp: 1:16:04–1:16:18
Song title: N/A
Lyrics: N/A
Performance notes:
This is an instrumental performance by Alan-a-Dale with the lute in the
background of the scene as the men travel. The performance has a fast-paced
melody.
Analysis:
Following the previous song, Alan-a-Dale is seen and heard performing on the
lute in the back of a horse-drawn cart. The melody that Alan-a-Dale performs in
this scene on the lute is the same pseudo-medieval melody from the beginning of
“Cup of Mead.”
Time stamp: 1:29:04–1:29:50
Song title: N/A
Lyrics: N/A
Performance notes:
This piece is a fast-paced instrumental performance on a handheld drum, a
wooden flute, a lute, a fiddle, and a bagpipe.
Analysis:
This piece consists of an ensemble performance near a bonfire. This piece is in
ABA form and has a folk-like dance melody. Once again, the melody is
performed in unison between the melodic instruments. Similarly to the two earlier
pieces performed by Alan-a-Dale around the fire, this piece makes uncommon
usage of the D-major pentatonic scale. The folk style of this piece contrasts the
non-diegetic music. The next piece “Women of Ireland” is another contrast in
style to this piece, which provides the audible shift from a high energy piece to a
romantic sentimentality. This supports the film’s narrative of Robin’s growing
love for Lady Marian.
Time stamp: 1:29:55–1:31:24
Song title: “Women of Ireland”
Lyrics: N/A
Performance notes:
This piece is a slow instrumental performance that starts with the lute, then adds
the wooden flute, fiddle, bagpipe, and drums. It serves as the music in the
background of the slow dance between the main characters.
Analysis:
This final song is performed by the previous ensemble, but in a different style.
The form of this piece is ABA with a brief introduction and in a folk-like and
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pseudo-medieval melody. This piece is in the mode of B Dorian throughout,
which contradicts the Romantic style of the non-diegetic score.
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CHAPTER 4. Comparative Analyses

4.1 Screen Media Interpretations
Using the examples scrutinized individually in the previous chapter, this chapter
turns to a comparative analysis. There is much to be unpacked with the screen media
sources and their relation to medieval minstrelsy, and thus a methodical approach
reckoning with a variety of topics will be employed for organizational purposes. In order
to establish a well-grounded base of understanding, a discussion on interpretation and
considerations must first be taken into account. An overarching observation that may not
reveal itself with individual viewings has been made fairly obvious through a
chronological viewing: the importance and influence of the targeted audience on crucial
stylistic and interpretive choices.
Amongst many less conspicuous instances of the continued shaping of the screen
media between iterations is one clear example: an anaphone that appears in Adventures of
Robin Hood, Bandit of Sherwood Forest, and Rogues of Sherwood Forest. This anaphone
occurs in the classic scene of Robin—or Robert in Bandit of Sherwood Forest—and his
men descending from the trees to attack their enemies. In each of these scenes, a
descending line occurs in the film scores with varying instrumentation: woodwinds and
strings in Adventures of Robin Hood, harp and woodwinds in Bandit of Sherwood Forest,
and harp in Rogues of Sherwood Forest. Each of these cases exemplify kinetic anaphones
in that the descending line represents the descent of the men from the trees. This is one of

74

many points in which the screen media sources mimic previous representations and are
influenced by one another.
While internal influences are important to consider, external elements are just as
pervasive. Several items originally reviewed for inclusion in the screen media research
were heavily impacted by popular external influences, such as Robin of Sherwood, Robin
Hood: Men in Tights, and Robin Hood (2018). Robin of Sherwood was a television show
starring Michael Praed and Jason Connery that originally aired between 1984 and 1986.
While this show did not incorporate a minstrel character or nearly any diegetic music, it
did involve non-diegetic music throughout. This non-diegetic music was audibly similar
to popular music of the 1980s and included plenty of synthesizer. While this choice may
certainly have been affected by other circumstances, such as budget, it also may have
been swayed by the popularity of this style of music incorporating synthesizer with target
audiences in the 1980s. Less than ten years after the release of this television show was
the release in 1993 of the largely popular Robin Hood: Men in Tights. Similarly to the
influence of a popular genre of music on Robin of Sherwood, this film was heavily
impacted by the rise in popularity of Hip Hop in the early 1990s. This film has been
examined thoroughly in subsequent works due to its unusual representation in a Robin
Hood comedy, but the overall interpretation is heavily skewed towards the audience of
the early 1990s. Finally, the most recent addition to the collection of Robin Hood screen
media—the 2018 film simply titled Robin Hood—also proved to be an unusual rendition
of the Robin Hood tale, but the overall objective of this version is clearly to produce a
modern interpretation with contemporary clothing and popular music. While the purpose
of this choice has not yet been addressed by the director and producers, it is possible that

75

the relatability of the audience to the medieval tale contributed to this decision. Although
these did not reach the final cut of the Robin Hood screen media collection for this study,
they have elucidated the significance of external influences for future inspections.
The importance of the balance between creating historically informed media and
media that is relatable to the audience is highlighted in several film studies, including but
not limited to Linda Schubert’s essay “Anxieties of Accuracy: Miklos Rózsa’s Score for
Quo Vadis (1951)” and Peter Stanfield’s essay “From the Barroom Floor: American
Song, Saloon Culture, Stack O’Lee, and Wild Bill, or ‘Did you touch my hat?’ ”. Schubert
traces Rózsa’s process for developing the music for Quo Vadis, which was set in Imperial
Rome. While Rózsa, a musicologist and composer, initially intended to compose music
that was as authentic as possible for the film, he found that in order for the audience to be
able to adequately connect to the drama, he would need to write music that was more
accessible for modern ears. While this investigation highlights Rózsa’s efforts, it also
offers “...insight into how some of the issues and aspects of historically informed
performance can play out in a Hollywood film score.”⁷²
Stanfield’s essay on Westerns also discusses the issue of authenticity, as well as
the contextual importance of popular media during the time of production. Stanfield
argues that “historical verisimilitude is temporal,” meaning that the ever-changing
experiences of the audience and its perception of what constitutes a Western, in this
particular example, are constantly changing.⁷³ This may be contributed by a number of
factors, such as screen media related to the time period or topic of central importance to
it, as well as popular culture in general. In the case of Westerns, this was the usage of
72. Schubert, “Anxieties of Accuracy,” 70.
73. Schubert, “Anxieties of Accuracy,” 70.
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certain musical pieces with such frequency that they became synonymous with the
Western, regardless of their actual origin. This, in fact, changes the very definition of
what could be perceived as “authentic”. Thus, a key aspect to take into account is that
changes of what may be deemed authentic shifts over time and can be best regarded as
“...an index of this complex play between authenticity and convention.”⁷⁴
With this in mind, this examination returns to the methodical comparative
analyses at hand. In the first section reviewing comparisons between the screen media
interpretations, only elements clearly evident—with seemingly no connection to the
medieval minstrels or the Robin Hood tales—will be reviewed. This encompasses a
common role of a minstrel as the narrator, and the effect of “beauty” on music
surrounding women of the early screen media. Although the character Alan-a-Dale
doesn’t serve the role as a minstrel in the early Robin Hood tales and only appears in the
tale Robin Hood and Allin a Dale as a character in need of Robin Hood’s assistance, he
does perform the role of minstrel in several documents after about 1850 and in much of
the screen media. Therefore, he will be incorporated in the second section investigating
the connections between medieval minstrels or evidence in Robin Hood texts to the
screen media minstrels.
The third section will cover performance notes as they relate to the collected
medieval research, involving a more analytical approach with specific stylistic,
instrumental, and harmonic choices, in comparison to medieval minstrelsy. Finally, the
fourth section will discuss the roles of minstrels throughout the screen media that
resembles the roles of medieval minstrels, and the minstrel character Alan-a-Dale.

74. Stanfield, “From the Barroom Floor,” 200.
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4.1.1 Screen Media Source Comparative Analysis
While the majority of topics reviewed through this comparative inquiry have
some relation to the gathered information on medieval minstrels and the Robin Hood tale,
there are two primary elements that occur in the screen media that are never observed in
any circumstance elsewhere.
The first ponders the theme of beauty and its representation throughout the screen
media in a variety of ways. The most obvious use of this occurs throughout many of the
early sources with the sweeping melodies of strings and harp to demonstrate beauty and
femininity when female characters are the focal point of a scene. For instance, a violin
solo around timestamp 46:30 of The Adventures of Robin Hood (1938) corresponds to
Robin Hood’s interactions with Lady Marian, as does the distinct incorporation of violins
around timestamp 12:00 of Rogues of Sherwood Forest (1950) during a scene also with
Lady Marian. Another marginally less obvious case occurs in The Story of Robin Hood
and His Merrie Men (1952), when the ballad “Whistle, My Love,” which serves as
extradiegetic music for the scene of Robin Hood and Lady Marian together, represents an
instance of Alan-a-Dale performing the lute with an accompanying orchestral
background. This song is considered a love ballad and due to the addition of the
orchestra, particularly with the inclusion of woodwinds and strings, may therefore be
perceived as representative of love and beauty. The final example of this theme of beauty
and love occurs in another screen media sample that was ultimately excluded from this
project because it did not feature a minstrel. The excerpt transpires at approximately
timestamp 16:15 of The Prince of Thieves (1948), when Lady Cristobal, the female
protagonist of this film, is first seen playing the harp. As an instrument sometimes
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associated with beauty and love in music, Lady Cristobal’s performance on the harp may
signify her own beauty.
It is glaringly obvious that the representation of the themes of love and beauty by
way of string, woodwind, and harp inclusion, is largely shared amongst media during and
before the 1950s. Simply as a pure observation drawn on the discussion of target
audience influence and the popular musical impact during the time between the late
1930s and the early 1950s, it is clear that this recurring orchestration choice was probably
included in a majority of the screen media in general. Indeed, the representation of love
through sweeping and sweet musical gestures produced by woodwinds and strings is
certainly a commonplace occurrence in Romantic era music, which may have served as
an external influence on the music of early cinema. The book Music By Max Steiner by
Steven Smith, which details the life and work of the influential film music composer,
supports this idea through several samples of songs he produced related to love during
this time period. For instance, Steiner frequently incorporated the style of the Viennese
waltz to represent true love, for a waltz, in his opinion, “...never lies.” ⁷⁵ This inclusion of
varying styles of music already popular during the Romantic era was likely to be the case
in many films, and as Steiner was such a prolific film composer of his time, his successes
likely influenced other composers of the time to compose their own scores in a similar
manner. Additionally, many of Steiner’s scores had the appearance of a type of “music
box effect” that would be able to convey delicacy, nostalgia, or loss, depending on the
desired emotion.⁷⁶ Steiner, who was a master of leitmotif and elucidating clear ties
between music and their visual counterparts, employed many compositional tools to
75. Smith, Music by Max Steiner, 85.
76. Smith, Music by Max Steiner, 90.
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inspire certain emotions from the audience. As Romantic music had a distinct ability to
evoke emotion, Steiner’s methods, and those of his colleagues, naturally embraced
Romantic tonalities within their film soundtracks.
The second topic that never appears within the Robin Hood tales, but makes
frequent appearances throughout the screen media, is the minstrel’s role as a narrator. The
first instance of a minstrel as a narrator occurs in The Story of Robin Hood and His
Merrie Men when the character Alan-a-Dale introduces and concludes the story of the
movie with “Riddle de Diddle de Day” and “Riddle de Diddle de Day (Second Reprise),”
and serves as a metadiegetic informant intermittently throughout the movie. The next
sample occurs only three years later with the television series The Adventures of Robin
Hood (1955–59) with every episode beginning with a short, two-line verse sung by an
offscreen narrator serving as an introduction to the content of the episode. Immediately
following the completion of the television series starring Richard Greene as Robin Hood,
Greene appeared as a reprisal of the role in Sword of Sherwood Forest (1960). Yet again,
the narrative is introduced and completed by minstrel songs. Finally, in the 1973 Disney
film Robin Hood, the minstrel also introduces the narrative and fills the role of narrator
throughout the film.
These minstrel characters simultaneously tell the story as the narrator and involve
themselves throughout the narrative as important and influential members of the cast. The
connection between minstrel characters and the role of the narrator in the screen media is,
of course, a natural correlation. This narrator role will be further examined in the next
section in the discussion of the minstrel character Alan-a-Dale.
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4.1.2 Medieval Minstrel to Screen Media Minstrel
The first topic of interest is performance characteristics, which forms the area of
primary importance to this review. While existing documentation of the characteristics of
medieval minstrel performance is relatively lacking in detail, the prevailing information
gathered through centuries of research will assist in determining most comparisons
between medieval performance characteristics and the collected screen media. Elements
that may be dissected are language, instrumentation, singing style, and general
performance attributes.
The language of most of the songs in the Robin Hood screen media was English,
but a couple of exceptions do exist. Both instances of minstrel performance in the 1975
television miniseries The Legend of Robin Hood, in episodes one and two, were sung in
French. The song performed in episode one was performed as entertainment for Prince
John and the song performed in episode two was performed in the background at court.
The second instance of this occurs in Robin and Marian (1976) and includes a
performance of two minstrels at King Richard’s court, with one of the minstrels singing
in French. While these two samples are exceptions in the performance language, every
instance of a song sung in French did occur in a court performance. Due to the typically
itinerant nature of minstrels, it is quite possible that prestigious English courts, such as
those of royalty, would experience French performances.
The topic of visible instrumentation in the screen media is certainly more
complicated and varied than the consistent performance languages. This, of course, only
covers instruments that are visibly performed. One expected similarity among all of the
screen media is the inclusion of the lute, which was a well-documented instrument of
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choice for medieval minstrels, and was deemed to only be under the harp as a “courtly
instrument” until the late medieval era.⁷⁷ The exclusion of the harp is a topic to be
investigated, especially since most texts that include the character Alan-a-Dale as a
minstrel—and delineate an instrument that he performs on—have him perform music on
a harp. A unique illustration of a lute’s appearance is what seems to be a Swedish lute, an
unusual and visibly differentiated version of the lute, in Sword of Sherwood Forest
(1960). Another frequent instrument that appears, which may also be present in the other
screen media representing the medieval era, is the trumpet, which is commonly employed
to announce important characters. Other recurring instruments that appear through many
of the sources are the wooden flute and various types of large and handheld drums.
The deviations from this common group of instrumentation starts with Disney’s
Robin Hood (1973). During the opening credits within “Whistle Stop” a small marching
band crosses the screen with a variety of percussion instruments and woodwind
instruments. These are obviously modern instruments and thus do not represent medieval
minstrelsy, which is not overly uncommon with this particular film. Other instruments
that appear in “Phony King of England” are the fiddle, accordion, and upright bass, all in
visibly altered states from their typical real-life counterparts. After Alan-a-Dale’s
performance of “Not in Nottingham” in the jail, the melody transitions from lute
performance to a continuation on an organ in the church. A fiddle does also appear in the
2010 version of Robin Hood through the performance of “Women of Ireland.” Alongside
the fiddle, and a variety of instruments that have already been addressed, a bagpipe is
also played. The final case of atypical instruments appearing in the media is the
77. Rastall, Secular Musicians, 70.
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appearance of a medieval double flute accompanying the performer singing in French in
Robin and Marian.
Although not technically thought of as visible instrumentation, the two films
produced by Disney involve a variety of intriguing vocal styles that contribute to the
minstrel performances. Within the “Riddle de Diddle de Day (Reprise)” from The Story
of Robin Hood and His Merrie Men, the melody that had previously been performed by
the wooden flute in the first version of this song is replaced with Alan-a-Dale’s whistling.
Similarly, which is clearly evident by the title of the song, Alan-a-Dale conveys the
melody of “Whistle Stop” in Robin Hood (1973) through whistling. He also employs
humming and scat-singing alongside whistling to perform the melody.
While several instruments that appear throughout the screen media may not have
been typical minstrel instruments, such as the organ, upright bass, accordion, and
bagpipe, the instances of these instruments are highly infrequent. The organ in Robin
Hood (1973) is only performed in a church setting, which was certainly an appropriate
representation of the instrumentation of a church. The upright bass and accordion also
appear in Robin Hood (1973) and can be attributed to the jazz and bluegrass elements of
the “Phony King of England,” which will be addressed later in this section. The bagpipe
appears as a recurring instrument in Robin Hood (2010), once again possibly due to
stylistic choices made with the songs included.
One of the clearest connections to possible performance practices of medieval
minstrels, based on the findings of Ian Pittaway in his articles “Performing Medieval
Music. Part 3/3: The Medieval Style,” is the emphasis of certain words in minstrel
performances for rhetorical purposes. This type of rhythmic alteration, which is argued
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by Pittaway as a possible reason for the continuation of non-mensural transcription of
troubadour music even after the standardization of mensural notation, is evident in a
couple of screen media sources.⁷⁸ Both are Disney productions: The Story of Robin Hood
and His Merrie Men and Robin Hood (1973). In The Story of Robin Hood and His Merrie
Men, Alan-a-Dale uses a style of speech-singing when performing in front of an
on-screen audience. The emphasis of certain words with speech-singing was most likely
applied as a representation of effective storytelling techniques for the on-screen audience,
but based on the theory provided by Pittaway, the stretching or narrowing of certain
syllables in this style of performance would have been impossible to transcribe in the
context of medieval notational practice. A similar speech-singing style is employed on
the line “Ol' Rob'll snatch his underwear” in the song “Phony King of England” from
Robin Hood (1973). One clear distinction in different styles is the comparison of two
short performances from Alan-a-Dale in Robin Hood (2010). These samples will appear
later for comparison in the section on style. Overall, these seemingly minor adjustments
to singing style have, based on Pittaway’s theory, possibly some of the clearest ties with
medieval minstrel performance practices.
In consideration of the common general performance attributes within the
examples, the inclusion of instrumental accompaniment to vocal performance is the most
apparent commonality. This performance type typically occurs with broken chords or full
chord strumming on the lute, but it is also seen with instrumental accompaniment by the
double flute in Robin and Marian. Likewise, the vocals of the songs may be performed as
a solo or in a group with other characters. For instance, in the season three episode “The
78. Pittaway, “Performing Medieval Music. Part 3/3: The Medieval Style”.
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Minstrel” of The Adventures of Robin Hood, the song between timestamps 22:47 and
23:05 is sung a cappella by the children at the banquet. This performance type, with
vocals accompanied by instrumental performance, was the most likely occurring style of
performance for the medieval minstrels based on the copious amounts of visual
representations evident in existing manuscripts.
Additional performance attributes appear in the less typical versions of
performances throughout the screen media. The song “Knottle to Knock” in The Story of
Robin Hood and His Merrie Men starts with only Alan-a-Dale singing to a chordal
accompaniment on the lute, then is joined in singing by the rest of the Merrie Men. This
song would still be a likely case of a possible medieval minstrel performance. Similarly
to the development in “Knottle to Knock,” both the songs “Whistle Stop” and “Phony
King of England” from Robin Hood (1973) evolve throughout the performances.
“Whistle Stop” starts with simple accompaniment on the lute but is added to by
percussion and woodwind instruments by the end of the song. “Phony King of England”
has an even more elaborate development as the song starts with the audible instruments
of flute, guitar, drumset, upright bass, and piano, then transitions to add accordion, fiddle,
and jaw harp, and finally ends with an audible jazz band with trumpets, trombones, and
saxophones. Both of these songs also present the unique inclusion of non-diegetic
instrumentation, which only occurs throughout this particular film and with “Whistle, My
Love” from The Story of Robin Hood and His Merrie Men. In “Whistle, My Love,” Alan
performs his usual accompaniment on the lute, but is supplemented with a non-diegetic
orchestra. Robin Hood (2010) is noteworthy in the interpretation of performance
attributes: nearly half of the songs in this film are performed diegetically in small
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ensembles of four to five musicians. These remaining sources, particularly those with
non-diegetic inclusions and unique instrumentation, are quite different from medieval
minstrelsy in style.

4.1.3 Screen Media Music Style Analysis
As previously mentioned, many of the musical excerpts that appear in this paper
are contrasting in style to the non-diegetic score in many ways. This not only includes
instrumentation, harmonies, and form, but also style. Generally, the non-diegetic score is
performed in a Romantic style. Compared to the Romantic style of the non-diegetic film
score, the minstrel performances are more folk or modern popular in style. The folk-like
performances range from old English folk music to American popular folk. The later
movies of Robin and Marian and Robin Hood (2010) also incorporate pseudo-medieval
melodies and scales that contrast with the Romantic style of the non-diegetic scores.
Instances of pseudo-medieval pieces clearly relate to the medieval setting within
the music, but other sounds within the films and television series contribute to this setting
as well. Two common sounds within the screen media are trumpet calls and fanfares,
which are both popular representations of medieval settings and can be considered genre
synecdoches furthering the medieval sentiment as a part of the whole media source.
While these sounds both do include musical aspects, this particular point may be better
served as a part of a further discussion on the overall soundscape of medieval media.
Along with the inclusion of non-diegetic instrumentation in diegetic music, there
are certainly ways in which the non-diegetic score interacts with the diegetic music
across the board of the screen media. The inclusion of non-diegetic instrumentation and
Romantic harmony in “Whistle, My Love” is the clearest case of this interaction. In The
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Adventures of Robin Hood (1938), which in many ways set the baseline for later film
adaptations of the tale, the non-diegetic score incorporates hunting horn calls produced
by on screen hunting horns and the performance by Will Scarlett, which is visible on
screen, is clearly audible as a part of the non-diegetic score. At the end of the
introductory song by the character Alan-a-Dale in Rogues of Sherwood Forest, the
melody of Alan-a-Dale’s performance is immediately repeated by the non-diegetic score.
Similar to “Whistle, My Love,” the introductory song of The Story of Robin and His
Merrie Men, “Riddle de Diddle de Day,” involves orchestral accompaniment within the
middle refrain. Finally, the film Robin Hood (2010) has the same drum beating during the
battle scene towards the beginning of the movie and the small ensemble performance in
the camp immediately following the battle. The melody of the diegetic song “Cup of
Mead” is also used in the non-diegetic score after the scene with Alan-a-Dale performing
the same melody on the lute in the back of a horse carriage.
Overall, the variety of styles in the diegetic music of the screen media is quite
expansive and astonishing. The folk style is apparent through most of the collection, but
especially clear in the song “Let The Back and Sides Go Bare,” which is performed by
Alan-a-Dale in The Bandit of Sherwood Forest (1946). This song is part of an old
traditional English song about begging which has been traced to the broadside ballad
“Jolly Good Ale and Old” by John Still (1543–1608). Other clear versions of folk style
are “Whistle Stop”, “Oo-de-lally”, and “Not in Nottingham” from Robin Hood (1973),
which exhibit an American popular folk singing style and instrumentation reminiscent of
music produced by popular folk artists like Bob Dylan.
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As previously covered with the theme of beauty and love, the love ballad
“Whistle, My Love” is sung by Alan-a-Dale in The Story of Robin Hood and His Merrie
Men. Another love ballad is performed by Alan-a-Dale in Sword of Sherwood Forest, this
time with more modern melodic and harmonic content. This is perhaps the case due to the
increased participation of the Romantic non-diegetic score within “Whistle, My Love,”
but this may also be because the actor portraying Alan-a-Dale’s character in Sword of
Sherwood Forest, Dennis Lotis, was a popular singer, actor, and entertainer of the 1950s.
Regardless of the modern popular or Romantic style of ballad, the love ballad in general
does appear throughout the screen media.
Some more specific and unique samples of differing styles occur in the later films
Robin and Marian and Robin Hood (2010). Robin and Marian incorporates the
pseudo-medieval performance of a singer accompanied by a double flute. The style of
this song, at least based on what small amount of the performance is clearly audible, is a
French chanson. Robin Hood (2010) also includes songs with pseudo-medieval melodies,
in the first song ensemble performance at the war camp, “Cup of Mead,” and “Women of
Ireland.” While the style of “Women of Ireland” is also folk, the song at the war camp
and “Cup of Mead” are both celebratory dance songs with distinct metric delineation.
This film also importantly has the sea shanty “Row Me Bully Boys Row,” which is a
unique addition to the collection of diegetic music. Altogether, Robin Hood screen media
account for a wide variety of music styles.
While most of the pieces from Robin Hood (1973) are mostly folk in style, this
film score is by far the most diverse in terms of style. “Whistle Stop,” which is primarily
in the folk style, does incorporate a marching band sound and instrumentation while
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retaining the folk-like melody established at the start of the song. “Phony King of
England” is a conglomerate of the styles of folk, Bluegrass, and Jazz with instrumental
differentiations and slight rhythmic alterations between the different sections.
Simultaneously with the inclusion of varying styles, the examples within this film each
contain at least a small amount of stylistic intertextuality that relates to the elements of
medieval minstrelsy by speech-singing and continued retention of folk-like elements
throughout.
It is apparent through this analysis that most of the screen media examined
attempt to portray the medieval minstrel performance through variations of folk styles.
While the early screen media appear to base their portrayal of medieval minstrels on
purely popular folk styles, with Romantic or tonal harmony that may have been easier for
the audience to grasp and connect with, the later sources seem to be more explorative in
this regard. Many of the songs from each entry remain in the same tonal key throughout
the piece, with the exception of “Riddle de Diddle de Day,” which starts in the tonal key
of C major, moves to C minor in the mid-section, and returns to C major, and the “Phony
King of England,” which modulates up a half step during three major sections of the
piece. Starting with the pseudo-medieval chanson performance in Robin and Marian, the
melody and harmony of the pieces are more varying. As may be observed from the brief
melody transcript captured in Figure 4, the chanson is in the tonal key of E Mixolydian,
but references the Dorian mode with a frequent addition of G♮ in the melody. The songs
“Cup of Mead” and the song immediately prior to the performance of “Women of
Ireland” in Robin Hood (2010) are both performed in an ensemble setting, but have the
melody in unison between the instruments, which is more characteristic of medieval
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Figure 4. Performance at 13:19 of Robin and Marian. This excerpt includes the vocal melodic line in the
performance with double flute accompaniment. While most of the excerpt is in E Mixolydian, the content
contained in the box, which has a G♮ and references the Dorian mode, is a recurring motif that is heard in
the background of the scene. Own work.

Figure 5. Sadness, Sadness and Large Woman from Robin Hood (2010). The top excerpt is the melodic
content from the performance “Sadness, Sadness.” While most of this melody falls under F-major
pentatonic, the tonal center on D indicates D-minor pentatonic. The rhythm of this excerpt is very irregular
and indicates an importance of rhetoric in this example. The bottom excerpt is the melody content from the
performance “Large Woman.” This excerpt is in F-major pentatonic, and the rhythm of this excerpt is
consistent, indicating the importance of the rhythm in this dance tune. Own work.

styled music than modern music. “Sadness, Sadness” and “Large Woman” are both folk
songs performed by Alan-a-Dale in this film, and while both are very different in mood
and style, it is apparent in the melodic comparison of Figure 5 that they are both related
to the F-major pentatonic. While these two songs share the F-major pentatonic scale, the
first example has a tonal center on D and could thus be designated as D-minor pentatonic,
which is particularly appropriate considering its somber tone. There is also vital deviation
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in singing style between the two examples. The first is a sorrowful piece with an
emphasis on rhetorical expression, which creates extension of notes and rhythms. The
second piece is an upbeat dance tune, which is evident with its regular rhythmic pattern.
Returning to the discussion on pseudo-medieval pieces, the song performed immediately
before “Women of Ireland” in this same movie employs the D-major pentatonic scale and
“Women of Ireland” is performed in B Dorian mode, a mode atypical of modern popular
music. This examination of stylistic intertextuality provides a crucial key in determining
producer and director intent. Most sources use a popular or modern folk style that may be
more familiar to the audience, and thus more accessible and relatable for the listener. This
relates to the previous discussion of the balance between authenticity and accessibility.
The clearest case of this is in Robin Hood (1973), which simultaneously makes
use of the American folk style alongside various other musical styles. Although they did
not make the initial cut for the inclusion in this project, media such as Robin of
Sherwood, Robin Hood: Men in Tights, and Robin Hood (2018) could also be considered
as a part of this category of producing relatability for the audience due to their
aforementioned qualities of modernization. Items on the opposite side of the spectrum,
such as Robin and Marian with its French chanson performance and Robin Hood (2010)
with its numerous examples of pseudo-medieval melody and modal harmonies, suggest a
tipping of the scale closer towards the artistic intent for authenticity in representing
medieval qualities of performance. Generally, however, the majority of the screen media
examined fall into an ambiguous middle ground with varying amounts of stylistic
intertextuality—an area which tends to express medieval minstrel performance in a more
generic modern, but deliberately folk, style.
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4.1.4 Screen Media Minstrel Roles
With the examination of the performances themselves, the next topic to be
examined is the minstrel roles that appear throughout the screen media. In most instances
of minstrel interpretations, they perform as specialists of one particular instrument
accompanying the voice. As has been revealed through research into medieval minstrels,
this was not typically the case; they were oftentimes performers of many acts instead of
one primary act in an effort for marketability. The only instance of a multifaceted
minstrel who clearly displays prowess with both musical performance and other
marketable skills is the character Bartholomew in season one, episode 15 of The
Adventures of Robin Hood aptly titled “The Jongleur.” The character Bartholomew is
introduced through a performance with lute accompaniment, but as soon as this character
is celebrating escape with Robin Hood’s men together at dinner, Bartholomew displays
his competence with magic tricks. These magic tricks serve as a crucial plot element in
the narrative of this episode. While the exclusion of this crucial characteristic of medieval
minstrelsy within the majority of the media is rather startling, this particular source may
have been able to demonstrate minstrel performers with a multitude of skills due to its
differing qualities compared to the other screen media; since this is a television series that
spans hundreds of hours of content, it has the capability to concentrate more on the
specific characters surrounding Robin Hood than the character of Robin Hood himself.
The second role that a minstrel may hold has been thoroughly examined by
archival and manuscript investigation: the role of a spy. The first instance in the screen
media of a minstrel performing the function of a spy for Robin Hood’s bandits is in The
Bandit of Sherwood Forest. In this film, Alan-a-Dale infiltrates the castle as a common
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minstrel where he uncovers the plan to kill the regent. He is also designated as a
distraction by entertaining the guards with song. The next occurrence of this role
transpires with the character of Bartholomew in The Adventures of Robin Hood.
Bartholomew assists Robin Hood and Little John in infiltrating Belmont Castle as a
jongleur troop. Ironically, Bartholomew was a double agent working for the Sheriff, but
reverts to allying himself with Robin Hood once he learns of the plight of the people and
Robin Hood’s purpose. The direct spying by minstrel characters is not the only covert
operation that is used to subvert. In a later episode of The Adventures of Robin Hood,
season three, episode 28, titled “The Minstrel,” a song developed by Roland the minstrel
is employed throughout the episode to undermine the Sheriff by way of the spreading of
this song before the visit of Prince John and the Ambassador of Aragon. These examples,
with their interpretations of minstrels serving spy functions, are corroborated by the
documented medieval laws and decrees discussed in the review of literature. These laws
were comprised of the ordinance that addressed the 1317 account of a woman infiltrating
the Whitsun banquet at Westminster Hall as a minstrel and insulting the king, and the
infiltration of English heralds and minstrels at the Scottish conference at Aberdeen in
1388.⁷⁹ While this may have not been a common occurrence with medieval minstrels, it
was certainly of paramount concern to royalty and nobility.
Finally, this evaluation returns to the topic of Alan-a-Dale, the character absent
from early Robin Hood texts, who only appears as a minstrel after 1850, and yet is
prevalent in the screen media. Some songs, it should be noted, are not performed by
Alan-a-Dale, such as Friar Tuck’s performance of “Come Sing Low, Come Sing High” in
79. Holt, Robin Hood, 112; 139.
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The Story of Robin Hood and His Merrie Men; performances by the jongleur
Bartholomew and minstrel Roland in The Adventures of Robin Hood; and the brief songs
performed by the Sheriff as well as the performance of “Phony King of England”
primarily sung by Little John in Robin Hood (1973). Besides the characters in the
television series, the incorporation of non-minstrel performances corresponds to only
productions by Disney, which may be influenced by Disney’s more frequent usage of
diegetic music throughout its productions. Additionally, Will Scarlett occasionally
performs the role of minstrel instead of Alan-a-Dale; he performs this role in both The
Adventures of Robin Hood (1938) and Robin and Marian. This may in fact be due to the
theory that Will Scarlett and Alan-a-Dale were frequently confused because of
Alan-a-Dale’s textual appearance within the ballad Robin Hood and Allin a Dale and
some later works as a man wearing scarlet to represent his Romantic theme.⁸⁰
The first actual instance of Alan-a-Dale representing a minstrel in screen media is
in the highly successful 1922 silent film Robin Hood, but the first audible rendition of
this character occurs in the 1946 movie The Bandit of Sherwood Forest. After this point,
Alan-a-Dale appears regularly as the minstrel of Robin Hood’s band of outlaws. As
previously stated, with the exception of the interpretation of Alan-a-Dale in the silent film
Robin Hood, which represents his character as a harpist, Alan-a-Dale is only ever a lute
player. Regardless of any instruments added through additional characters, the character
of Alan-a-Dale strictly performs on the lute. Returning to the first appearance of
Alan-a-Dale in Robin Hood (1922) as a harpist, the correlation to the seventeenth-century
ballad Robin Hood and Allin a Dale and later texts emerges. While Alan-a-Dale does not
80. Knight and Ohlgren, Robin Hood and Other Outlaw Tales, 489.
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perform the function of minstrel in the seventeenth-century ballad, Robin Hood disguises
himself as a harpist to infiltrate the wedding of Alan-a-Dale’s lover. Additionally, as
previously stated, Alan-a-Dale is described and depicted as a harpist in many sources
after the popular 1883 Howard Pyle novel. The lute might have been chosen as Alan’s
instrument in the screen media sources as being a more relatable instrument to the
modern-day audience, or the harp may have been dropped entirely due to its feminine
qualities perpetuated by twentieth-century gender stereotypes, which is clearly evident in
examples such as the harp representing the beauty of Lady Cristobal in The Prince of
Thieves.
The question presented at the start of this study, which pondered why the
character of Alan-a-Dale became a well-known Robin Hood character only in
contemporary interpretations, has thus been answered. Based on the gathered information
concerning the media and the Robin Hood documents, it is very probable that while the
texts from the late 1800s through early 1900s were the very beginnings of the popularity
of the minstrel character Alan-a-Dale, the media sources themselves and the producers
behind them were responsible for the peak in popularity and continued use of the minstrel
Alan-a-Dale. The films Robin Hood (1922) and The Adventures of Robin Hood (1938)
received immense praise and attention at the time of their release. Robin Hood (1922)
included the character of Alan-a-Dale and presented this character clearly as a minstrel
harpist. While The Adventures of Robin Hood (1938) excluded the character of
Alan-a-Dale, it did incorporate a minstrel in the form of Will Scarlet, which assisted in
starting to solidify the minstrel as a central character to the narrative. Due to the success
of the early screen media, the emergence of a minstrel character, as well as the
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development of traditions to be followed in later renditions, was further aided by
popularity. Indeed, the success of certain films have been proven to have contributed to
later interpretations and the film music industry as a whole. Such is the case with the
King Kong franchise, which was originally released in 1933 with Max Steiner’s original
soundtrack, and has been frequently characterized as a pivotal release in film studies.⁸¹
Furthermore, the crucial role of infiltrator and saboteur by the minstrel character
Alan-a-Dale in the 1946 film The Bandit of Sherwood Forest narratively set in stone the
importance of this character in future iterations. With the development of the minstrel
serving the role of narrator and the subsequent critical acclaim of these films and
television series, such as Disney’s Robin Hood, the height of minstrelsy was achieved in
Robin Hood screen media with Alan-a-Dale’s name finally etched into the lengthy and
elaborate chronicles of the outlaw Robin Hood.

81. Smith, Music By Max Steiner, 100–117
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CHAPTER 5. Summary

The process of this investigation has illuminated several key issues: 1) the
importance and influence of the target audience on stylistic and interpretive choices, 2)
the relationship between the depictions of screen media sources and the medieval
research, 3) the variety of musical styles employed for minstrel performances in the
sources and the relationships with the rest of the non-diegetic score, 4) the roles of the
minstrel in the medieval era and how those roles are reflected in Robin Hood screen
media, and 5) the appearance of Alan-a-Dale in screen media.
On the influence of the target audience on screen media interpretations, there are
three clear examples. Robin of Sherwood was a television series that was affected by the
popular music of the 1980s, with most of the music being fully synthesized. Robin Hood:
Men in Tights was influenced by the relatability of hip hop as its popularity surged in the
early 1990s. Robin Hood (2018) was a modern reinterpretation of the classic tale and
modernized all aspects of the film, including the music. While these are the most
discernible cases from the screen media, several of the other sources display at least a
small amount of external influence. These examples point to an important balance
between creating historically informed media and media that is relatable to the audience,
which is highlighted in several film studies. Similarly, what can be considered
“authentic” is not one set definition since authenticity is ever-changing based on the
experiences of the audience and the influences that are built over decades of popular
media.
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There are several similarities and differences between what is currently known of
medieval minstrels and the depictions of minstrels in Robin Hood screen media. The
correlations between these deal with languages and a few characteristics of performance
practices. The languages were generally represented in English with some French, which
would have been the case in medieval England, with the obvious caveat that the
languages would be older versions of present-day languages—Middle English and Old to
Middle French. Within the performance practices, there is evidence that suggests
medieval minstrels would emphasize certain words by stretching them for rhetorical
purposes. In the screen media, this is observed when Alan-a-Dale uses a style of
speech-singing. Another distinct similarity is that many excerpts from the screen media
depict a minstrel singing accompanied by an instrument. This was likely to be the most
common type of performance style for medieval minstrels. There are also several
noticeable deviations between the medieval depictions of minstrels and the screen media
interpretations. The first is the concept of “beauty,” which is represented in the media
through specific composition styles, especially within the early sources. This was a
common compositional strategy in films, particularly during the earlier period of film
production. The next dissimilarity covers the role as a narrator observed in screen media
from the 1950s through 1970s, which is a role that a medieval minstrel typically would
not serve. Finally, the instrumentation in the media sources diverges slightly from the
most expected instrument choice of medieval minstrels. Most of the films and television
series depict Alan-a-Dale with the lute or very modern instrumentation as in Robin Hood
(1973). While the lute was an instrument used by medieval minstrels, the harp was used
with much more frequency.
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There are several aspects of musical style common among the screen media
sources that are vital to highlight. While the non-diegetic scores are generally Romantic
in style, the minstrel performances are more folk or modern popular in style. Many of the
screen media examples contain frequent occurrences where the non-diegetic score
interacts with the diegetic music. Later films also incorporate pseudo-medieval melodies
and scales. In terms of the specific styles, there are various types used throughout the
sources. As an overview, the styles include folk music, ballads,pseudo-medieval music,
one French chanson, and one sea shanty. Robin Hood (1973) also contains the song
“Whistle Stop,” which is primarily folk but also inserts marching band instrumentation,
as well as “Phony King of England,” which is a conglomerate of folk, bluegrass, and
jazz. Overall, folk is the most used style with most sources portraying medieval minstrel
performance through variations of folk. Pseudo-medieval music, in later screen media, is
also used to convey medieval minstrel performance. Various scales and modes, such as
the Dorian mode referenced in the French chanson of Robin and Marian, the use of
pentatonic scales in “Sadness, Sadness” and “Large Woman” in Robin Hood (2010), and
the inclusion of the Dorian mode again in “Women of Ireland”—also from Robin Hood
(2010)—are examples of pseudo-medieval characteristics. The use of these scales and
modes, as well as an instance of instruments performing the melody in unison during
“Women of Ireland” are possible genre synecdoches employed within the music to
produce a sense of medieval quality. In general, the use of folk and pseudo-medieval
styles may be attempts to use genre synecdoches and stylistic intertextuality to connect
present day context and medieval culture. Tying back into the issue of “authenticity,” all
of the screen media fall on a spectrum—from one side with a center of attention on
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producing music which is relatable to the audience to the other side with a focal point on
creating historically informed music. Some media examples fall on one side of the
spectrum or the other, but most generally fall into a middle ground.
There are two roles of minstrels represented in the literature covering medieval
minstrels that are also present in the screen media investigated: performer and spy.
Expectedly, medieval minstrels were performers and specialists of instruments, which
accompanied their voice. This is typically the observed role of the minstrel in the screen
media, with the exception of one instance in an episode of The Adventures of Robin Hood
where the minstrel Bartholomew also performs magic tricks. While medieval minstrels
typically did perform songs with instrumental accompaniment, it was common for
minstrels to be versatile and be able to perform several types of acts to increase their
ability to make income. Another role that minstrels could have performed and did enact
within the screen media, which is supported by medieval accounts and documentation, is
the role of spy. In the same episode of The Adventures of Robin Hood with the magic
tricks, Bartholomew is a double agent of sorts, and in another episode of this television
series, Roland the Minstrel secretly uses a song to undermine the Sheriff. Alan-a-Dale
also performs the role of a spy in The Bandit of Sherwood Forest when he infiltrates a
castle as a common minstrel to gather intel. Similarly, several medieval documents detail
instances when people would dress as minstrels to infiltrate noble households.
Alan-a-Dale has appeared throughout many of the Robin Hood screen media
produced in the twentieth to twenty-first centuries. In nearly every instance, he is
depicted as playing the lute, which was a common instrument of choice for medieval
minstrels, but not as popular as the harp. The Robin Hood texts from the 1800s through
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early 1900s portray the character Alan-a-Dale as a performer of the harp. Perhaps this
transition from the clear inclusion of the harp in the texts to the present-day favorite of
the lute in screen media was affected by the audience and the evident association of the
harp with “beauty” and femininity. A lute could be customarily analogous with the
appearance of a guitar, which at the point of the 1930s was becoming more common and
may have been a symbol of masculinity. Regardless, his appearance within these texts
that depict him with a harp likely at least influenced the inclusion of the character
Alan-a-Dale within screen media sources. While these texts set up the groundwork for
this character, the success of the media sources were likely responsible for the peak in
popularity and continued use of the minstrel Alan-a-Dale.
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